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Preface 

Thb book is addressed primarily to the begiimer, 
whether he be a college freshman, an art student with hopes of 
becoming a professional painter or sculptor, or a student of the hu¬ 
manities or sciences with a curiosity about the spiritual and creative 
activities of human beings, an interest in the world of the senses 
and of the spirit. 

In a letter to a friend, George Eliot had this to say of aesthetic 
education: “I think aesthetic teaching is the highest of all teaching, 
because it deals with life in the highest complexity. But if it ceases 
to be aesthetic, if it lapses anywhere from the picture to the dia¬ 
gram, it becomes the most offensive of all teaching.” In this book 
we have done our best to avoid the diagram. We are far too aware 
of the irrational element in all art to rely solely on rational means 
to arrive at its understanding. For instance, we offer no theory of 
color although we recognize that a terminology with which one 
can think precisely about the artist’s use of color can be of serv¬ 
ice. In the list of further reading that follows the chapter on “The 
Painter’s Means,” books are recommended in which the matter of 
color is fully explored. 

In the fullest aesthetic response to a work of art there should 
be a great deal of imaginative re-creation, and for this reason, it 
has always seemed to the authors that a book on art appreciation 
should include the point of view of the practicing artist as well as 
that of the non-artist. The present text has, therefore, been divided 
into two parts: Part I, “Art as Experience,” has been written by a 
viewer of art; Part II, “An Artist Looks at Art,” by a painter. We 
are confident that in this division the basic unity of approach is 
apparent. 
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The authors had the privilege of studying both formally and in¬ 
formally under the late Professor John Alford, of sharing his per- 
sonal "^dialogues with works of art.” The basic ideas of this boo , 
where they are in any sense new, had their source in the 
inquiry and discriminating but always warm responsiveness of ms 
relation with the arts. His was the approach of a poet, a phi¬ 
losopher, and a painter. 

The authors wish to express their gratitude to three persons in 
particular who have taken time from busy professional lives to read 
individual chapters: to Dr. J. A. Hadfield, formerly Director of The 
Tavistock Clinic in London, who read the section on dream imagery 
and made valuable suggestions; to Professor Dorothy Seago, Chair¬ 
man of the Department of Psychology at Newcomb College, who 
has gone over the whole of Chapter 3 with a searching eye, clarify¬ 
ing the terminology and helping to adjust the related but diverse 
fields of aesthetics and psychology; and to Dr. Charles Parkhurst 
who read the entire manuscript with painstaking care and made ex¬ 
cellent suggestions for its improvement. 

There are two people who, in a most practical way, are largely 
responsible for this volume, for their patience in constant revision 
and retyping has known no limits. To Mrs. Edith May and Miss 
Josephine Reid, who typed the manuscript, our warmest thanks. 

We are also grateful to the artists, museums, collectors, and 
church oflBcials who have allowed us to reproduce the works for 
which they are responsible. 


Roberta M. Capers 
Jerrold Maddox 
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Foreword 


Ihere is nothing so lilce a human being as that work 
of his mind and hand and heart, a work of art. We use the word 
“heart” advisedly, because our language endows that organ with 
functions that are central to the subject of this book. In our lan¬ 
guage—which is to say, in our thought—the heart is the seat of the 
affections and passions, of the will. We are stout-hearted or faint¬ 
hearted. One man may be described as aU head and no heart; an¬ 
other as tender-hearted, and so on. These phrases have meaning, 
and, by the same token, it is meaningful to describe art as the work 
of an artist’s heart, because he puts into it so much beyond what 
is rational (of the mind); so much that transcends craft and 
technique (of the hand); so much of feeling and emotion, of 
his life’s blood. Here the metaphors of language and of science 
meet. 

To understand a work of art is as diflBcult as to imderstand the 
complexities of human personahty, and as rewarding. And just as 
we accept the need to see another human being in many situations, 
to take time to explore his mind, and just as we find this an end¬ 
lessly fascinating study, so with a work of art. 

This book is based on the assumption that art, like human beings, 
takes time to reveal itself and only does so in response to friendly, 
searching inquiry. One leams to listen to and to watch people; one 
must learn to look at and, in a sense, to Hsten to a work of art with 
an open, undemanding awareness, for the sake of seeing and under¬ 
standing, not, at the start, in order to make judgments. Evaluative 
judgments come inevitably as a by-product of imderstanding. One 
seeks understanding, and discrimination comes of necessity. We 
make choices among works of art as we do among people. 


Ananda K. Coomaraswamy once remarked that “the artist is 
not a special kind of person but each person is a special kind ot 
artist.” Tliis is the second assumption on which our book is written. 
This fact accounts in part for the fascination the study of art holds 
for us, because its variety is directly relative to the variousness 
among artists. Furthermore, if one looks on oneself not simply a 
layman, a stranger in the enchanted world of art, but at least poten¬ 
tially as a “special kind of artist,” then one enters the fellowship in 
a modest way. The fully responsive viewer re-creates the painting 
or the sculpture if only for himself. 

To discover for oneself the special kind of artist one is can be 
exciting. If you will take up brush or pencil or clay or wax and 
try for yourself, even though the results may be disappointing, yon 
will find the process illuminating. Your perceptions will be sharp¬ 
ened, your responses enriched. But while this helps, it is not essen¬ 
tial. There are clues to be found as much in one^s responses to other 
men s art as in doing it oneself. One of the purposes of this book is 
to help you to find such clues. 

In a lecture on the “Dignity of Man,” Pico della Mirandola, phi¬ 
losopher and man of letters of the Renaissance, asked why it was 
that the Ancients had considered man “of all creatures of the world s 
stage” the most worthy of wonder. He then proceeded to answer his 
own question. Having told how “the Highest Father, God the Mas¬ 
ter-builder, had by the laws of His esoteric wisdom fabricated this 
house, this world which we see, a very superb temple for the God¬ 
head,” he goes on to say, “with the work finished, the Artisan desired 
that there be someone to reckon up the ratio and proportion of such 
a big work, to love its beauty, and to wonder at its greatness. 
Accordingly, now that all things had been completed, . . . He 
lastly considered creating Man.” This contemplator whose function 
was not only to love and wonder at the beauty of the world, but 
also to “reckon up its ratio and proportion,” that is, to inquire into 
the laws of its being, was placed at the center of the world from 
which point he “might more conveniently look around and see what¬ 
soever is in the world.” 

Thus, according to Pico, God originally laid upon Man the triple 
duty of wonder, love, and inquiry. But man has always, since leav¬ 
ing Eden, been so occupied with practical matters that these di¬ 
vinely ordained responsibihties have become relegated to specialists: 
the duty of wonder and love to poets, artists, theologians, and lovers; 
the duty of inquiry, to philosophers and scientists. And yet even the 
specialists share in some degree each others fimctions: the artist 
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celebrates the beauty of the world, but in so doing, “reckons up its 
ratio and proportion,” while behind all scientific investigation lies 
the element of wonder. 

The capacity for wonder and love is in no way the exclusive 
possession of the artist. All children have it in large measure; the 
artist never loses it. But for most of us, aesthetic response to ex¬ 
perience for its own sake gradually becomes dulled. It loses its 
sharp impact as we learn to ask of every color and texture, sound 
and shape, “What must I do about tlris, of what use is this to me?” 
In the arts lies the corrective, the reminder that nothing is common¬ 
place except as we make it so; that when we cease to exercise what 
Pico called our duty of love and wonder we relinquish our high 
place only a little lower than the angels, and we acquiesce in medi¬ 
ocrity. 

R. M. C. 
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I. ART AS 


EXPERIENCE 








1. Bruegels Land of Cockaigne 


The Initial Response to the Painting 

The way to learn to read is to read. While the construc¬ 
tion of the language, the prosody as it were, raay be unfamiliar, the 
vocabulary which comes out of the artisfs experience as a human 
being is already known. This, in large degree, is shared with him. 
Just as we all construct with words a world of consciousness paral¬ 
lel to but difiFerent from the objective world we live in, so the artist 
uses his symbolic forms to construct a world analogous to but differ¬ 
ent from the world he knows through his senses. These other worlds 
lie close at hand, ours for the entering. 

Let us begin our study of art not with generahties and critical 
theories, not with an analysis of the structure of the language, but 
with a single work ""written” in the language of lines, shapes, colors, 
images, and ideas. In this first chapter we shall ask you to take a 
long, leisurely look at a painting by the sixteenth-century Flemish 
painter Pieter Bruegel the Elder (PL I). We shall try to show you 
the painting in detail and to explain as far as possible the interest 
it has for us and the pleasure with which we respond to it. In later 
chapters the artist-author of this book will examine other works 
more technically, but for the moment we shall approach the paint¬ 
ing as viewers or users of art. 

Gertrude Stein is credited with once having asked, ""How can I 
tell what I think TiU I hear what I say?” This cogent query can be 
varied slightly to fit the problem of seeing a picture: How can you 
really tell what you see until you hear what you say about it? So, 
tell yourself now what you see in this painting by Pieter Bruegel 
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the Elder. The order of perceiving and the sequence of ‘'awarcnc.<j.s” 
will be your own and will differ from everyone else's. This is riglit 
and proper; in fact, it is essential that you look at the picture in your 
own way, with the responses that are natural to you. It is fatal to 
understanding to try to have the “correct” reaction to a work of art, 
or to respond to it in what you beheve to be the acceptable manner, 
You will presently be given a kind of guided tour through tins 
Land of Cockaigne, but let us assxnne that you have arrived before! 
the scheduled hour and have time to make your own exploratory 
tour first. The following suggestions may help you in looking. What 
did you see when you first looked at the reproduction of the paint¬ 
ing? What was your initial impression? Did you have any fooling 
about it, or were you chiefly curious about the subject? Now, as you 
look again, how are the main objects arranged? What is the general 
form of the picture? The details are rather extraordinary; why not 
proceed through the entire picture making a kind of annotated in¬ 
ventory of what you find? The annotations will be your own com¬ 
ments on how things affect you, what they remind you of, and what 
overtones of meaning they have for you. It is a tendency to whicli 
most of us are prone to stop far short of a complete inventory of th <5 
contents of a pictinre; we think we leave out details because they 
seem unimportant, but actually we fail to see them. Try to see 
everything, important or unimportant: identifiable objects and their 
relations to one another; colors, lights, darks; lines, solid mas.ses, 
shapes; soft, smooth, or rough textures; empty spaces, near forc- 
groimds, distant backgrounds-everything. Long before your “inven¬ 
tory is complete you will have formed a pretty clear idea of the 
nature of the Land of Cockaigne. You will also have found that the 
picture has assumed an unmistakable identity of its own, a formal 
shape and character independent of the separate details and yet 
made up of them. ^ 


At this point you will do well to close the book and try to recon¬ 
struct the picture from memory. The major formal character, the 
orgamzation, will come out clearly, while the background and de¬ 
tails will tend to recede. This form is certainly central to the artist’s 
purpose and should prove a clue to his theme, to the central mean- 
mg that it was his intention to convey. 

All this is not to suggest that to grasp the central theme of an 
arfasts work (if, as in this painting, it has a theme that can be ver¬ 
bally stated) IS the one goal of our efforts at understanding. It may 

““dar'akes the jotmiey quteas much 
tor the pleasures to be encountered along the way as for the satis- 
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Bruegel. Land of Cockaigne. 

(c. 1525-1569; Flemish.) 

Panel, 20W' X 30%". 

Ake Phiakothek, Munich. 

PI. I. 












faction of reaching the end. So, now, before the tour starts, turn 
again to the Land of Cockaigne and look at it idly with no purpose 
other than that of amusement. In this less purposeful looking, you 
may very well see things you missed earher. 


The Detailed Inventory 

If you have really looked at the Bruegel picture, what you will 
now be shown -will seem the merest skeleton. It may, however, serve 
to point up the significance of some of the things you have seen in 
your own exploration, and will serve as a point of departure for 
further inquiry. 

A small comer of the out-of-doors occupies four-fifths of Brae- 
gel’s picture with a ghmpse beyond of a hilly coastline and a quiet 
bay. We look down on three lumpish men sprawled beneath a tree 
around whose trunk is a circular table loaded with food. The three 
men, arranged like the spokes of a wheel, vdth the centered tree as 
the axle, dominate the picture. A man to our right, who wears a 
rose-colored jerkin and breeches, has spread out his fur-hned coat 
beneath him, laid aside book and papers, and, with legs spread wide 
and hands under his head, is staring upward, wide-eyed and empty- 
faced. He may be hoping to catch on his tongue the last drop from 
the overturned wine flask at the edge of the table. His sprawling 
posture seems out of keeping with the handsome clothes he wears, 
which certainly suggest a well-to-do gentleman, as his book sug¬ 
gests a scholar. The next man, probably a fanner, is fast asleep with 
his flail beneath him; while the third, a knight in chain mail and red 
breeches, his lance and steel gauntlet beside him, is comfortably 
asleep on what may be a red cushion or, possibly, the curved inner 
side of his shield. A fourth figure, perhaps another knight since he 
wears a hehnet and gaimtlets, rests his arms comfortably on a red 
cushion and peers up from beneath a low shed on the roof of which 
is an array of pies or cakes. In an engraving after the painting one 
can see a roasted bird which appears to be flying directly into the 
soldier’s open mouth. ^ 

A fence of woven sausages marks the top of the slope on which 
the sleepers lie. On a white napkin, spread out as a picnic table 
cloth, is a pewter dish on which a roast goose is settling itself, ready 
for the carver; and beyond, a fat Httle pig trots by with a knife 
stuck conveniently in its side, and one sUce aheady cut from its 


^ For further discussion of the engraving, see page 8. 
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Bruegel. Detail of the Land of 
Cockaigne. 

Ake Pinakothek, Munich. 


Fig. 1-1. 


back. The cactus plant at the right edge of the picture seems to 
have leaves made of pastry, and in the middle foreground of the 
picture, an egg, probably soft boiled, with a wooden handled knife 
stuck into the open shell, walks off on two legs in the same direction 
as the pig. 

Beyond and below the sausage fence and shrubs clinging to the 
edge of the bank is the blue-gray water of an arm of the sea on 
which can be made out a small boat near at hand and a larger one 
in the distance. Curiously putty-colored and lavender hills, creased 
and folded, form an irregular coasthne, while above the nearest inlet 
a very puzzling incident is in progress. A figure in a blue shirt and 
red trousers, with a large wooden spoon in one hand, has appar¬ 
ently emerged, head first, from a hole in the face of the hill and is 
attempting to cross the iiJet with the help of a tree growing on the 
bank nearer us. 


The Subject of the Painting 

We have not identified everything and certainly not explained 
anything in this curious picture, but perhaps we have seen enough 
to have arrived at some understanding of the subject. Cockaigne 
is obviously a country where there is no shortage of food; w^here all 
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classes of society abandon the tools of tlieir calling—the scholar- 
gentleman his books, the farmer his flail, the knight his lance—and 
comfortably give themselves up to the pleasures of eating, drinking, 
and sleeping. Food is everywhere at hand, and no one need lift a 
finger to get it. Such a land of well-fed idleness exists in the folklore 
of many peoples; an American name for it is the Big Rock Candy 
Mountains where, among other delights, 

There’s a lake of stew, and of whiskey too. 

And you paddle all around in a big canoe .... 

Pieter Bruegel (c. 1525-1569) lived in the Netherlands where 
this lazy man’s paradise is called Luilekkerland, or ^azy-and-licker- 
ish land” as it has been translated by an authority on Dutch lan¬ 
guage and culture. According to Prof, Barnouw, ‘^They say it cannot 
be reached imless you eat your way through the Rystenbryberg, 
the Rice Pudding Mountain.” So this is what the httle man with 
the wooden spoon has been up to. Judging from his precarious 
position, one doubts whether the painter intends him to survive the 
final perilous lap of his |oumey into Lmlekkerhnd. In our language 
we have a metaphor rather closely related to tliis, but evincing a 
slightly different taste: we speak of someone who has the luck to 
‘live off the fat of the land.” 

The Netherlanders also have a proverb about die folly of “thatch¬ 
ing one’s house with tarts,” an obvious case of the misuse of good 
materials. This Bruegel has illustrated in the shed at the left of the 
picture. It must have been an image that appealed strongly to his 
sense of the absurd for he had used it in the same literal manner 
in a picture painted eight years earlier in which he illustrated al¬ 
most a hundred Flemish proverbs within one village. In the earlier 














picture the tarts, or pies, are hopelessly out of reach of anyo - 
out a ladder, and bear more than a slight resemblance to the p 
the sky, bye and bye” of which the nineteenth-century Awiencun 

worker sang ironically. . t, j t T-TiV'r 

An engraving of the Land of Cockaigne was published by me - 
onymus Cock and inscribed P Bruegel inventor. While it follows the 
painting as we know it very closely (the engraving was appai"<^o y 
made after the wooden panel of the picture had been cut down at 
the top and at the left), there are certain minor differences between 
the print and the painting, particularly in the distant view or a town 
that appears in the print. 

The interest for us, however, lies in the fact that at the foot of the 
print appear rhymed verses in Dutch, that may be translated a.s 
follows: 

All ye who are la 2 y and gluttonous, be ye peasant, soldier or .scholar, 
get to Luilekkerland and taste there all sorts of things without any laboi. 
The fences are of sausages, the houses covered with cakes; capons and 
chickens fly around ready roasted. 

This is very close to the version popular in England during the 
Middle Ages which described tihe rivers as flowing with wine, houses 
built of candy, streets paved with pastry, while “buttered larks fell 
from the sky.” It is also close to tihe poem “Schlaraffenland’’ by the 
sixteenth-century German poet, Hans Sachs, who matches image 
for image Bruegel’s ambulatory edibles like the pig and the boiled 
egg, the roast capon, and the sausage fence. Bruegel was certainly 
familiar with the popular version, but it seems likely that he akso 
knew it in more literary forms where it took on the edge of satire. 
A thirteenth-century English poem, “The Land of Cockaigne,” is a 
satire on monastic life, and while there is no reference to monasti- 
cism in Bruegel’s picture, there is more than a hint of satire in his 
treatment particularly of the military and of the gentry. The one is 
made to look ridiculous, especially in the little figure under the shed, 
and the other awkward, both very tender points with these classes 
of society. The peasant gets off rather better, for while he is cer¬ 
tainly overly fat, who can deny the right of a man who woi'ks hard 
to eat well and then to sleep? There is a solemn, tongue-in-cheek 
literalness in the way Bruegel translates the metaphors of the roof 
thatched with tarts and the rice pudding mountain into visible, 
tangible reality. He does precisely what we all do in dreams: he 
takes a figure of speech and turns it into an image of reality. 
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The Formal Structure 

The real vehicle of his satire lies in the form of lii.s painting, in 
the organization of his images. Let us look at the painting again. 
As we made our initial “inventory” of its contents, you may have 
noticed that there was a marked progression or sequence in our 
listing, one almost dictated by the picture itself: the scholar-gentle¬ 
man whose body descends from the center to the lower right; the 
farmer turned to our left, his body extending from the tree toward 
the lower left comer of the picture; the knight’s body directly oppo¬ 
site the scholar’s, but turning slightly clockwise around the tree. 
The white napldn echoes the white shirt of the farmer and sets up, 
with his body, a secondary diagonal axis crossing that of the other 
two figures. These form the radii of an unseen, but no less felt, 
circle on the groimd which is echoed and made explicit by the 
smaller circle on the table above. 

At first glance nothing could seem more static than these three 
prone figures that lie so heavily on the earth. There is, however, an 
implied movement, clockwise around the tree. One finds it first in 
the sweeping curve of the fur-lined coat from below the calf of the 
scholar’s left leg down toward the frame of the picture. Not appre¬ 
ciably slowed by the counter movement of the biped egg, it is 
picked up again in the obtuse angle of the fliail and in the leftward 
curve of the farmer’s body. The long arm of the flail carries on to 
the lance, and the curve of the knight’s body adds momentum de¬ 
spite a second coimter movement in his backward turned face. The 
line of the bank leads us down to the little pig and almost back to 
our starting point. 

But while the pig is clearly going away, we feel compelled to 
stay with the clock-wise movement. The painter makes doubly sure 
of this by his use of a device with which we shall become very 
familiar in our discussion of pictorial organization ( Chapter 2), that 
of echoing one element with another similar to it in some way. Our 
eyes tend to pick up repetition of any sort, apparently as part of the 
process of perception. Having noted with some surprise the dark- 
handled knife stuck in the side of the pig, our eyes go next to the 
similarly dark value of the scholar’s left shoe; from it to the second 
shoe and to tiie curved area of black broadcloth coat showing under 
the furs, which points on toward the egg shell where the knife, at 
least, continues tibe clockwise direction. A knife has by nature of its 
use a definite directional character, from handle to blade. Both 
knives, in the pig and in the egg, point in the main direction that our 
attention is to travel. 
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This is the dominant movement in the painting, clockwise ai ount 
the trimk of the tree. But there is another directional movernen 
from upper left to lower right, stated most firmly in the major 
fi nal axis of the picture set up by the bodies of the scholar and tJio 
two knights. There can be no doubt of the direction of movement 
along this axis: it is determined first by the fact that the picture i.s 
closed at its upper left end and the little figure under the shed faces 
along the diagonal; and second, by the contrast between the open 
lin e between the scholar’s tw'O feet and the “closed” echoing line of 
the lance near the other end of the axis. Finally, the direction so de¬ 
terminedly taken by the pig and by the egg makes explicit 
would otherwise only be suggested, that while there is a way out of 
tlii.«; glutton’s paradise, the human beings are curiously tethered, 
unable to leave if they would. 

A marked characteristic of the figures, in fact of all the parts of 
the painting, is that each remains separate from the others and com¬ 
plete in itself. TTie lower part of the knight under the shed is lost 
in shadow, and the hind legs of the pig are hidden behind the bank, 
but with these exceptions, each figure is fully accounted for and in 
such a wav that we sense it very completely, that is, with all our 
relevant sensor}? equipment. The fact Aat there is never confusion 
between the figures and the background gives further emphatic im¬ 
portance to the figures. The body of the scholar has a geometric 
simphcity of form. It takes the shape of a St. Andrew’s cross whose 
two diagonal members intersect between the ribs of the figure. 
Within this geometry, however, is a most convincingly described 
man of flesh and blood. Look at the legs, the bulging calves, the 
knees so fat as to be scarcely distinguishable from the thighs above; 
and the great paunch over which the handsome clothes barely 
meet. As one looks at the scholar, one is forced to feel in one’s own 
body the ominous sense of having overeaten, of being most uncom¬ 
fortably “full” 

The peasant’s body does not diflEer much from the scholar’s in 
size and weight; only in position. While the scholar still hopes to 
catch one more drop of wine, though he is beyond getting it for 
himself, the farmer’s position is one of complete relaxation. Where 
the geometry of the first figure creates a tense balance between its 
two crossing cylinders (the left arm a continuation of the right leg, 
and the right arm of the left leg), every curve of the next figure 
spells rest. Braegel does more than describe the way a sleeping man 
looks: he makes us feel in our own bodies the comfort of getting 
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Bkxjegel. Detail of the Land of 
Cockaigne. 

Alte Pinakothek, Munich. 

Fig- 1-3- 


as close as possible to even a rather hard bit of earth before losing 
all consciousness in sleep. 

Bruegel presents his main characters in terms both of their vis¬ 
ible shapes and of our tactual-muscular sensations. By “tactual- 
muscular” sensations are meant both those that come to us through 
the simple act of touching or stroking a surface, such as fur, its tex¬ 
ture; and the sense of solidity that we gain by using our muscles, 
by pushing or lifting a heavy object. (If you will imagine yourself 
trying to shove the sleeping farmer to one side, your imaginary sen¬ 
sation wiU be tactual-muscular.) 
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Tliere is, however, another aspect of our own 
Bruegel caUs on: our sense of bodily position in relation to ^ 

of gravity. In the semicircular canals of our ears, and in our ^ 
tendons,'and joints, we have sensoiy receptors whose 
keep us oriented in space and m relation to the earth. bodilv 

and it is impossible to say just how-Bruegel awakens in y 

sensations of tense and of relaxed muscles, of the 
tigue and the heaviness of having overeaten. While he does _ 
lect to describe the look of this fabulous land, there is no ^ - 
that the painter is concerned primarily with conveying the ^ sive 
solidity and material “reahty” of things rather than the more imma¬ 
terial, visible dehghts of the landscape setting in which hif? paraDie 
is placed. 


The Theme 

This brings us to the basic question of what, in addition to illus¬ 
trating a popular Utopia, is the painter trying to convey? x ou will 
recan that we were very early struck by the wheel-like confi gnration 
of the main parts of the picture. The three men serve as tlxo .spokes, 
and we have seen how the wheel seems to move around tUo axle or 
the tree. Bruegel has described types of men, not indiviclxials, en¬ 
dowing them with appetites and physical characteristics tloat unite 
them to aE men while he insists that we recognize them as our 
brothers by reminding us that we too have felt as they feel. lie 
says, in efFect, that not one class of society but all classes, not one 
man but aU men, are unutterably lazy and greedy. But: ho goes 
further. He does not for a moment suggest that after a slaort nap 
these men wffl awake and return refreshed to their proper tasks. 
It is made quite clear that they wiE wake only to eat agaiio. plenty 
awaits them—and that their lives wiE consist forever of a iround of 
eating, sleeping, and eating again. They are caught as helpless 
spokes in the wheel of their own gluttony and sloth, doomed to go 
around in an endless circle over which they no longer fiave any 
control. 

In Bruegel’s day, gluttony was looked on as a deadly sin; it was 
a form of seE-indulgence that worked hardship on oihers. In an 
economy of scarcity, E one man overeats, another is apt to go hun¬ 
gry. An awareness of this fact Bruegel could assume in his audience. 
It is characteristic of this painter that he should re-examine such a 
concept and interpret it in the hght of his own experience and of his 
own values. Thus his picture of gluttony is purposely set in the 


la 


ART AS EXPERieNOE 




mythical land of plenty where the social implications of the sin are 
removed. Bruegel is then free to portray the vices of gluttony and 
sloth not in theological terms, but in terms of the individual who is 
caught in their self-destroying grip. It is further characteristic of 
this sixteenth-century humanist-painter that while the morahty play 
is performed with generahzed actors standing for classes of society, 
it is ultimately with the individual that he is concerned. 

The setting of his “morahty play” Bruegel makes as sensuously 
agreeable as space and his main purpose permit. He records his own 
dehght in blue distances over water, and notes with loving care the 
characteristic light banding of the dark violet bark of the cherry 
tree. (This particular cherry tree bears fruit that resembles brioches, 
but this is just one of the vagaries of Cockaigne.) While Bruegel 
deals with generalized images of men, he allows himself free rein 
when it comes to describing the few particulars of nature called for 
by the subject. The hne with which he describes the contours of 
each figme is a firm, imcompromising boundary, clearly setting out 
the shape and solidity of each, with all the definiteness of a clear- 
cut, conceptual image; but when he turns to a description of the 
shrubbery and of the tree whose branches pierce the rice pudding 
mountain, his line becomes a living thing, full of the unexpected 
irregularities that nature offers. In describing what he sees, the art¬ 
ist suggests; in setting before us the images of his conceptual ideas, 
he defines. The color of the three men’s clothing is again generalized: 
one feels that each is the color that it should be, inherent in the dye 
of its material. But grass, which in the same system of mental imag¬ 
ery ought by rights to be green, varies from a pale unnatural green 
through various tones of warm brown to rose, while the bills are 
putty-colored and lavender with a pervasive, rosy bloom. 

The painter’s primary intention seems to have been to make his 
theme as credible as possible by making us feel the bodies of his 
actors as though they were our own. Sloth and gluttony are sins of 
the body first; therefore we are made to feel them in a bodily rather 
than a visual way. But the image of a turning wheel with which the 
painter presses home his point can only be understood as a thing 
seen. Here he must appeal to our eyes, and the whole structure of 
the picture must be grasped visually. 

In the central image of a turning wheel whose spokes are human 
beings, lies the statement of the painter’s theme. It may be summed 
up as the proposition that although man has every opportunity to 
reahze the fullness of life, set down as he is in the midst of an abun¬ 
dant and beautiful nature and endowed with capacities beyond 
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those of other living creatures (witness the scholars , 

farmer’s flail, even the lance of the soldier—all artifacts b( 5 yonc ^ ic 
ingenuity of other animals), he falls victim to his own weakncs.s, i. 
own sins—in this case, sloth and greed. More briefly, th(5 sins o >c 
flesh fetter and imprison the mind and the body of man. 

Representation and Abstraction 

The great French painter Henri Matisse (1869-1954) onco made 
the statement that art arises from one of two impulses felt by t le 
artist: the first is to share with others something of the quality o 
experience; the second is the desire to make an icon, a holy thing. 
The first leads generally to representation; the second, to some sort 
or degree of abstraction. We shall come back to those term.s Tcp- 
resentation and abstraction presently, but for the moment lot us S(Hi 
how, if at all, the statement applies to our picture. Bruegel shan^.s 
the quality of his own sensory experience with us both in tlK5 figures 
of his main theme and in what little we can see of their setting. 
Is there also something of the icon? Not perhaps in the .sensts of 
a “holy thing,” but is not our gluttons’ wheel an icon, the image of 
an idea? Bruegel uses an abstract, geometric form to convey Ills 
meaning to us, and it is characteristic of the painter that the form 
he uses is one that has had a long life in human history both prac¬ 
tical and symbolic. It is a form with which we are all familiar, not 
intellectually as we know geometric figures; it is not simply a circl(% 
but a wheel, the circling of whose spokes is intimately bound up 
widi the life of everyone. There is certainly a connection between 
Matisse’s icon and Bruegel’s wheel, but it is not entirely clear. What 
then, did Matisse mean by an icon? 

The Greek word icon has the meaning of image or representation, 
and it is clear that Matisse must have had in mind something otluir 
than this. Since he went on to say that the impulse to make an icon 
leads to abstraction, we can guess that he had in mind the Christian, 
Greek, and Byzantine religious images which we generally describe 
as abstract (Fig. 1-4). The word abstract is one for which we shall 
have use in later chapters so we may as well come to terms with it at 
once. 

Among Webster’s several definitions of the verb to abstract the 
most significant for our purpose is this: “to select or separate; to 
epitomize or reduce to a summary.” The adjective also has various 
meanings, the most useful to us being: “general, not concrete; as an 
abstract subject.” The verb to abstract is made up of two Latin 
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Pbetro Lobenzeto. Detail of 
Madonna and ChUd with St. 
Francis and St. John the 
Evangelist. 


(fl. 1320-1345; Italian.) 

Fresco, left transept, lower cliiircli, 
San Franc^co, A^isi 
Fhoto: AMmri-Art Refermee Bureau. 







words: abs, meaning from, and trahere, to draw. So an abstract or 
abstraction is something drawn out from. In the mosaic (Fig. 1-4) 
the essential meaning of the image of the Mother of God holding 
her divine Child has been drawn out, abstracted, from the likeness 
of a mother and baby; it has been given a form which expresses 
dignity, is remote and more than human; it has indeed become 
a “holy thing.” The Byzantine artist has epitomized the abstract 
qualities of maternity, of love, and of divinity instead of describing 
the Virgin Mary with Jesus simply as a loving mother with her baby. 
In Pietro Lorenzetti’s painting (Fig. 1-5) tiiere is much more de¬ 
scription of observable behavior and of human qualities though the 
painter s purpose is still clearly to convey a sense of divinity in 
human form. But in Andrea Mantegna’s Mother and Child (Fig. 
1-6) the artist’s purpose has changed and the emphasis is now on 
the observable, perceptual image vrith which the painter is familiar. 



Mantegna. Mother and Child. 

(1431-1506; Italian.) 

Engraving, 13%'' X 

Courtesy of the Trustees, The British 
Museum, London. 

Fig. i-~6. 








words; abs, meaning from, and trahere, to draw. So an abstract or 
abstraction is something drawn out from. In the mosaic (Fig. 1-4) 
the essential meaning of the image of the Mother of God holding 
her divine Child has been dravro out, abstracted, from the likeness 
of a mother and baby; it has been given a form which expresses 
dignity, is remote and more than human; it has indeed become 
a holy thing. The Byzantine artist has epitomized the abstract 
qualities of maternity, of love, and of divinity instead of describing 
the Virgin Mary with Jesus simply as a loving mother with her baby. 
In Pietro Lorenzetti’s painting (Fig. 1-5) there is much more de¬ 
scription of observable behavior and of human quahties though the 
painter s purpose is still clearly to convey a sense of divinity in 
human form. But in Andrea Mantegna’s Mother and Child (Fig. 
1-6) the artist’s purpose has changed and the emphasis is now on 
the observable, perceptual image with which the painter is familiar. 


Mantegna. Mother and Child. 

(1431-1506; Italian.) 

Engraving, 13%" X 10%6". 

Courtesy of the Trustees, The British 
Museum, London. 

Fig. 1-6. 











RtJBENS. Helene Fourment and 
Her Children Clara, Johanna, 
and Franz. 

(1577-1640; Flemish.) 

Panel, 44 %" X 
The Louvre, Paris. 

Fig. 1 - 7 . 



In Matisses words, Mantegna is sharing with us his sense of the 
quality of perceptual experience, and if, in the human relationship 
of mother and baby he finds something divine, and shares this with 
us, he has arrived at a statement of hvinity not by a process of 
abstraction but of description. Rubens in the portrait of his wife 
and children (Fig. 1-7) carries this even further away from the 
general toward a very particular, very special instance. 

In order fully to understand the use of the word abstraction in 
art criticism we must go a step beyond Webster in another direc¬ 
tion from that indicated by the “drawing out of essential meaning.” 


MoNBRiAisr. Cotnposition. 

(1872-1944; Dutch.) 

Oil on canvas, 15%" x 12%''. 

Collection, The Museum of Modern Art, 
New York. 

Gift of Philip C. Johnson. 

Fig. 1-8. 



To take a very simple example, while an apple Tw 

ness is abstract, as is its sweetness or and have 

may pick two apples from a tree and one from the ^ 

enough to supply each of three chitten. the „5i 

quite objective and concrete. But Jransacfaon ^ 
into a simple statement of relationships.^ + L^mbols It is 
course, a cLplete abstraction expressed ^>1 

this matter of r^Zationships that is further signiEcant for a st _ y ^ 
the arts and we speak of the arrangement of the parts ^ 
trk ol’^ as its Lract form: the non-representational elements. 

fa" completely ahstract art lik^et M-chiansy- 

and quantities of "redness." -Wkness." white, arid yeUow^ “ 
every work of art the abstract elements exist; the par . " , 

to eZch other; there is some sort of organization. In 
Brueeel not only is the wheel the abstract form within which tt 

Sf tangible figures are related; but the relations between the 

figures and Ae space enclosed within the frame, the 

labonships which we have discussed at some length, J-e alion 

one color to another, and finaUy, and not least 

tion of the idea of human sin to the subjugation of the human will 

aU these are abstract elements of the picture. Abstraction m art is, 

then, not a phenomenon pecuhar to the twentieth century; i is 

structure, the inner form of all art. 

Suggestions for Further Reading 

The following hooks are aU useful for accounts of Bruegel's life and par¬ 
ticularly for further examples of his work. 

Delevoy, R. L. Bruegel Historical and Critical Study. S. Gilbert, Trans. 

Geneva: S* Skira, 1959. -r.. . •r-r i 

Gluck, G. Fieter Bruegel the Elder. E. B. Shaw, Trans. Pans: Hyperion 

GbotsiX F. Bruegel, the Paintings. London: Phaidon Press, 1955. 

Huxley, A., and Jean Videpoche (pseud.). The Elder Pieter Bruegel New 
York; Willey Book Co., 1938. 
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2. Form and Meaning 

Practical and. Aesthetic Artifacts 


Before pursuing further the matter of abstract form 
introduced at the end of the previous chapter, let us digress briefly 
in order to widen the subject of our inquiry. A book which purports 
to introduce its readers to an understanding of art should certainly 
not postpone indefinitely the question, "'What is art, this thing we 
are trying to understand?” Art is many things, and it cannot use¬ 
fully be compressed into a single definition. On the other hand, the 
question should very properly be asked and may be answered dis¬ 
cursively if not succinctly. 

Because the word art is so various and so thoroughly imbued 
with emotional and aesthetic overtones, it will be useful to start with 
a thoroughly unemotional, quite colorless word which will provide 
us with a sound but cautious approach to its more prestigious rela¬ 
tive. This word is artifact. The Bruegel painting we have been con¬ 
sidering, this page of text, the house, the bridge, the highway inter¬ 
section, these are all artifacts—Hterally, things made by skill. 

The purpose and function of an artifact may be practical, as in 
the case of a teapot, which acts as a means to another end, that of 
pouring tea. Or the purpose and function may be aesthetic, as in 
the case of a picture or a piece of sculpture or of jewelry. Such aes¬ 
thetic artifacts, as distinguished from practical, are ends in them¬ 
selves, serving no other purpose than to be enjoyed (used) for tlieir 
own sake. They ""ask” only that we adopt an aesthetic attitude 
toward them, an attitude of open, disinterested awareness. (The 
meaning in which we use the word aesthetic becomes quite clear if 








one thinks of its opposite, anaesthetic .) An artifact that functions 
aesthetically appeals through our un-anaesthetized senses to our 
mind and our feelings. A work of so-called fine art is simply an 
artifact whose purpose and function are aesthetic and which meets 
certain acceptable standards of quahty. 

Human beings are not the only makers of artifacts. A bird s 
nest, a spiders web, the beautiful though rather fearful cone of a 
hornet’s nest are all artifacts into whose design, over the genera¬ 
tions, has gone a high degree of constructive imagination and whose 
making has required great sidll. These forms have been developed 
as the most efficient solution to practical problems posed by the con¬ 
ditions and habits of the lives of their makers: birds, spiders, hornets. 

The purpose of an artifact lies with its maker, the artist; its 
function or use lies with the finished object and is primarily the con¬ 
cern of the user. The success or value of the artifact will depend on 
how weU it works, on how closely its design is adapted to its pur¬ 
pose, and is in direct proportion to the skill and integrity of its maker 
and to the appropriateness and durability of its materials. The 
standard by which one judges an artifact is not, “Do I like it?” but 
“Does it work well?” We shall assume that works of so-called fine 
art are simply artifacts with special purposes and functions, and will 
apply to them as to their practical counterparts the same standard: 
“Does it work?” However, this at once presents a difiSculty, since 
the artist’s purpose in making an aesthetic artifact is not always 
self-evident. Take, for example, the htde bronze by the contempo¬ 
rary English sculptor Henry Moore (Fig. 2-1). It is intended like 
^ aesthetic artifacts to exist as an end in itself, for what its form 
and orderly structure can convey of meaning and pleasure. It ap¬ 
peals to our mind and feelings, and, furthermore, it speaks differ¬ 
ently to each of us. Some find in its full-length figure within a kind 
of bronze sheath a suggestion of the dead sheltered in earth; others, 
an analogy to the child in its mother’s womb; others see it as a plant 
form, a jack-in-the-pulpit, perhaps. Some respond primarily to the 
sensuous feel of the form and ffiid no other meaning in it. Henry 
Moore himself calls his bronze by the non-commital title of Interior- 
Exterior, but seems not to mind when it is read by others as an image 
of the life and death cycle. The precise meaning in verbal terms is 
wholly unimportant. What matters is that the httle bronze has a 
vital and meaningful form. It exists on its own terms. 

While most of our artifact-environment is primarily practical in 
purpose, it functions not only practically but also aesthetically. 
That is, it affects us pleasantly or unpleasantly; it excites our inter- 
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Moore. lutefioT--ExteTWT, 

(1898- ; English.) 

Bronze, H. 814'^ 

Private Collection, New Orleans. 
Fig. 2-1. 



est, or dulls our senses with its ugly monotony. There are certain 
objects, like a mousetrap or a toothbrush, which may command our 
moderate admiration by dint of their efficiency, but otherwise are 
strictly and exclusively practical. Others have had a certain amount 
of decorative enrichment added, like rhinestones on a pair of ladies’ 
glasses, and can be described as having been designed with a pri¬ 
marily practical purpose but with a secondary aesthetic purpose. 
Whether they function weU or badly aesthetically is a matter of taste. 
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However, many artifacts whose purpose is practical have a for¬ 
mal beauty which is a by-product of the designer s so 
practical problem rather than the result of an aesthetic purp . 
Lention This is true of many “tools” which have achieved thmr 
formal design through years of development, througi .. t 

stant modification toward an ever better solution of the ca 

purpose. This is also true of some-not all-of our great hig 7 
intersections. It is doubtful whether the engineers who design tnem 
take into account the pleasure we may have in looking ow 
them from the air. Even on the ground the beauty of the pattern, 
as experienced bv someone who might be called a participant rather 
than an obser\'er, seems to be inherent in the sweeping curves and 
in their intricatelv eflBcient relation to one another. i e t e e 
sivner s purpose probably almost exclusively practical, the com¬ 
plex artifact resulting from the solution of the trafiSc problem is 
capable of giiing considerable pleasure to anyone who will adopt 
an aesthetic attitude toward it. 

In the case of artifacts whose primary purpose is practical, unless 
that practical purpose is w^ell-fulfilled, that is, unless the object func¬ 
tions well practically, it wiU not function well aesthetically. If the 
highway intersection does not work, if trafiBc snarls and accidents 
occur, ^ its handsome pattern is valueless. The Victorian teacup 
illustrated (Fig. 2-2) is of a pretty green color, rather attractively 
decorated with vines in raised relief. But when one tries to hold a 
full cup of tea, one’s fingers are sharply pricked by the embossings 
on the lower curve of the handle, which is also far too small for 



Victorian Tea Cup. 

frivate Collection, New Orleans. 

Fig. 2-2,. 



Victorian Tea Pot. 

Private Collection, New Orleans. 
Fig. 2 ^ 3 . 


comfort and security. The designers eflForts to malce his cup pleas¬ 
ing to look at ruined it for practical use, and once having experi¬ 
enced the discomfort of trying to drink from the teacup, one can 
no longer find it visually agreeable. 

On the other hand, ornament can be applied successfully to the 
surface of a practical artifact. The silver teapot illustrated (Fig. 2 - 3 ) 
has been decorated in such a way as to enhance one’s pleasure both 
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in looking at the teapot and in pouring tea from it- ® ® 

smoothness of the inside of the handle, the decorative ®P 

on the upper, outer curve, and the two ivory collars w iic i serve 
both to Julate the handle and to frame it. The aesthetic function 
of artifacts designed primarily for a practical puip^e is , aige, y 
decorative, but also, in varying degree, expressive. When me Eng¬ 
lish owner of the silver service of which this teapot is a part went 
to Hong Kong as its Anghcan Episcopal bishop, he had the original 
silver knob replaced by a little figure of a Chinese Mandarin, an ad¬ 
mirable case of ornament which is bodi decorative and expressive, 
a polite bow to the bishop’s Chinese friends. The teapot is intended 
to be agreeable both to own and to use; its designer s aesthetic pur¬ 
pose was probably as important as his practical. 


Decorative Quality 

Decorative quality arises from an ordered variety of sensory 
stimuli. Too much order in artifacts, as in life, becomes monotonous. 
On the other hand, too much variety becomes chaotic. One s per¬ 
ception of the character of the whole artifact is confused and there¬ 
fore unsatisfying. We are all familiar with the wallpaper or the rug 
in which “too much is going on,” m which one’s attention is never 
able to rest on any coherent pattern or organization of the whole, 
because the various parts are all so insistently demanding. 

Ordered variety may be inherent in the nature of the material 
used, in the grain of a ifoe wood, for instance; or it may arise from 
the eflFect of light on a polished surface such as silver, or from the 
varying relations between the dimensions of the object, such as the 
relations between the diameter of the mouth of the Greek oil jug 
shown in Fig. 2-6 and that of the neck, of the belly at its widest, of 
the stem, and of the foot. Proportion is a matter of ordered rela¬ 
tionships. The proportions of the oil jug and of the wine cup in 
Fig. 2-7 are decoratively pleasing; those of too many jugs and cups 
available today are dull and uninteresting. 

As we have seen, decorative quahty can be added in the form 
of applied ornament. The material of which the oil jug was made 
was a rather uninteresting reddish clay, so a “slip,” or wash, of white 
clay was laid over it to make a more pleasing background. The or¬ 
namental bands of palmettes around the neck, and the solid base of 
black were added as a frame—an element whose purpose is to pro¬ 
vide order—for the Httle scene of a child with his toy cart taking 
leave of his mother as he prepares to board Charon’s boat and be 
ferried across the river Styx. 
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Practical and Aestketic Functions of Artifacts 

This type of pottery jug was originally designed for the primarily 
practical purpose of containing and pouring oil; it was an ancient oil 
cruet. It is important that oil should flow slowly from its container; 
thus the jug was provided with a narrow neck. On the other hand, 
it is diflBcult to fill a narrow-necked jug, so the mouth of the jug 
was shaped like a funnel. The dimensions and shape of the body 
must have been arrived at partly in the interests of convenient han¬ 
dling and of stability, and partly with an eye to decorative satisfac¬ 
tion, while the foot was made large enough to provide a firm base, 
but not so large as to dwarf the body of the pot. The resulting jug 
undoubtedly functioned most satisfactorily in the household of 
many a Greek family, but it gradually came to serve another ptur- 
pose besides that for which it was designed. Its form was apparently 
considered so beautiful that it became customary to place oil jugs 
on the graves of the dead. This led in the course of time to the 
practice of making special, funeral oil jugs appropriately decorated 
with such scenes of leave-taking as the one illustrated here. Fu¬ 
neral vases are occasionally decorated with scenes of mourners at a 
grave on which they have placed offerings of similar jugs. Thus, an 
artifact originally intended to function in a practical way, and care¬ 
fully designed for that purpose, fimctioned also so well aesthetically 
that its aesthetic function finally took first place, and the jugs were 
made for their symbohc and decorative value alone. 

A well-designed house not only provides protection from the 
weather and from burglars, but also allows its owner to take pride 
in it as a thing of beauty, as a handsome addition to the community. 
The proportions of the John Brown house in Providence, Rhode Is¬ 
land (Fig. 2—4) are good; the relations between window openings 
and plain wall spaces provide the ordered variety that we find vis¬ 
ually pleasing; the balance of vertical and horizontal accents is 
agreeable. Though simple, the house is undeniably handsome. But 
it also performs an expressive function; it speaks of stabfiity and 
integrity (good quahties in the home of the head of a great shipping 
business); of “elegance,” so dear to the heart of the late eighteenth 
century when the house was built; and in almost equal proportions, 
of expansive hospitality, and of security and privacy. As it ap¬ 
proaches its second centennial, the house is structurally sound, and 
with minor adaptations to modem methods of heating and of light¬ 
ing, is eminently satisfactory to live in. It still functions well both 
practically and aesthetically. In the field of architecture the two 
functions are almost equally important, and the two purposes weigh 
simultaneously in the mind of the architect. 
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John Brown House. 

Providencej Rhode Island, 1786, 

Joseph Bro\^Ta, architect. 

Courtesy of the,Rhode Island Historical 
Sod^, 

Fig. 2 - 4 . 

The engmeer is traditionally associated with practical purposes, 
and the artifacts that he produces are certainly primarily practical 
in purpose and in function, but as we have already seen in the case 
of the highway intersection, their aesthetic function is not to be 
overlooked. The designer of the George Washington Bridge (Fig. 
2-5), which spans the Hudson River not far from the northern tip 
of Manhattan Island, was primarily concerned with the construction 
of a safe highway across the river. As far as the ordinary citizen and 















George Washington Bridge. 

Entrance; view toward southwest. 
Hudson River, New York. 

Othmar Ammann, engineer-designer. 
Fhoto: The Port of New York Authority. 

Fig. 2 - 5 . 


motorist knows, the bridge fulfills its practical function perfectly; 
but in addition to this, the pattern of its great pylons and arcs 
against the sky is a memorable one, and carries an expressive mean¬ 
ing that is hard to define. It probably means something different to 
every person who has ever approached it down the parkway from 
the north, and to every resident of upper Manhattan who has lived 
with its great image of effortless strength framed in his windows. 
For some the bridge stands as a symbol of man’s mastery over space. 
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Form and Expression 

what makes the bridge memorable? What gives it the power to 
transcend its practical use and to become a symbol? The answer is, 
its form. The bridge has no appreciable quality of color or texture 
of materials, and except at night when its spare form is transformed 
by the addition of lights, its shape is simply outlined in dark again.st 
light. What does seem to have meaning is the marching rhythm of 
the repeated verticals leading up to the two great arched pylons; 
the tremendous arc swung between these two highest points and the 
lesser arcs that rise from each land-based terminal to join their giant 
brother at the top and speed him on his way; and finally, the flatter 
curve of the roadway which rises very slowly to touch the great arc 
at its lowest point and then, as slowly, descends to earth. It is as 
though the roadway, the most obviously practical feature of the 
whole design, symbolized the horizon of earth itself, deviating little 
from the horizontal plane on which we live and move. 

In such a way one may see the form of the bridge, the formal 
structure in which the artist’s design took shape. The fact that this 
form was dictated by technical considerations does not in any way 
detract from the success with which the bridge performs its ae.s- 
thetic function, in which decoration and expression are combined in 
proportions differing with each observer and even with the moods 
of one. 

And so we find ourselves back at the point where the previous 
chapter closed, with a consideration of form, but our initial use of 
the term has been broadened to include not only its aesthetic but 
also its practical function. 

As the term is used in art criticism, form may denote one of two 
things; it is the sum of aU the internal relations of a work of art or an 
artifact, and it also is used to refer to the total, external character of 
the work. To put it another way, form is based on some kind of or¬ 
dered structure, a set of relationships, but it also denotes the totality, 
the unity of the whole. The word composition has a somewhat sim¬ 
ilar meaning. It puts the emphasis on the act of organization rather 
than on the resultant wholeness. 

Order, Form, and Pattern 

The most basic factor of what we caU order is simply recog¬ 
nizable repetition. We spend our fives in a context both of natural 
and man-made repetitive order; the sun rises and sets, day in and 
day out; the seasons foUow each other in a sequence that repeats 
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itself year after year. Some form of predictable order is an absolute 
essential to human life, and within it we plan and live out our lives, 
taking it very much for granted until it is suddenly upset. A news¬ 
paper strike that deprives us of our daily paper, a hurricane that 
puts aU the power lines out of “order,” are probably only a little less 
disturbing to us today than was an eclipse of the sun before man 
learned to predict with certainty not only its occurrence, but also the 
reassuring return of light to the darkened world. Strikes and hurri¬ 
canes, man-made and natural upsets of the ordered routines of our 
lives, are disturbing or terrifying or merely annoying to us in pro¬ 
portion to our investment (financial or emotional) in the order that 
is disrupted. 

Natural order is evident in a more or less repetitive likeness of 
forms that provides a basis for orderly classification, so that while 
we recognize the difference between a maple and a pine tree, we 
also see the similarity that makes it possible to classify both as trees 
in contrast to the quite different forms of a lettuce or a parsley 
plant. 

We speak of forms of literature; of prose and poetry, of poetic 
forms, of the epic or the sonnet; or of forms of government: a de¬ 
mocracy, a dictatorship; and what is implied is a hkeness of inherent 
structure among examples which enables us to classify them. We 
call a fourteen-line poem a sonnet only if we recognize its structure 
as a complex whole with a recognizable rhyme scheme in which 
rhymes are repeated in a special Idnd of order. 

When we speak of order we tend to mean a recognizable repeti¬ 
tion of elements; when we speak of form we tend to mean the whole¬ 
ness or unity of an orderly, sometimes complex structure. 

The word form is frequently used, however, with little or per¬ 
haps no conscious reference to complexity, though it is rarely if ever 
used without reference to distinct rmity. If we think of the form of 
a circle or of an egg, it is probably the object-as-a-whole that we 
have in mind, rather than any of its parts and their relations to the 
whole. And even if we recognize the form and respond to it as a 
unity with an internal structure, neither our recognition nor our 
aesthetic response need depend on a knowledge or recognition of 
what the structural relations are. We do not need to imderstand the 
geometry of ovoids nor the theory of melody to recognize that an 
egg and a tune have form. Nevertheless, if the forms of the egg and 
the tune are examined, both are foimd to possess an orderly stmc- 
true involving internal repetitive elements. For iostance, the curved 
smfaces of the egg are synunetrical: they repeat one another about 
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a central axis, from whatever side the egg is examined. The form of 
the tune is due to the repetition of harmonic intervals or sequences 
of notes, arranged in an order of tones, or rising and falling pitch. 
The structure of some primitive music consists of an order of tones 
in whicli separate and distingiiishable notes do not occui. The 
music of drums and other percussion instruments may, on the other 
hand, consist of a repetition of a single sormd, without change of 
tone, but in a repetitive order of time. In any case the repetitive 
order is basic to the form of the music; repetition is involved. 

We sometimes speak of “patterns of behavior,” and again repeti¬ 
tion is involved. Pattern is another word which has meanings ap¬ 
proximating those of order and form, and which is also basic to an 
understanding of the nature of aesthetic artifacts. The oil jug shown 
in Fig. 2-6 is decorated aroimd its shoulder with a pattern called a 
Greek fret which serves as an upper border of the space in which 
the scene of Charon’s boat is placed. As it is commonly used by 
those concerned with material design, pattern signifies an ordei'ly 
repetition of a visual unit over a surface. In a wider sense, it sig¬ 
nifies any model which may be copied, the idea of repetition being 
introduced in the act of copying. Home dress-makers use paper 
patterns, and the models from which tools or parts of machines are 
reproduced are referred to as patterns. 

Repetition is at the root of all three terms—form, order, and 
pattern—and some kind of repetition of the elements of an artifact is 
essential to our ability to grasp it as a form. But just as we need not 
be conscious of the elements repeated or of the manner of their 
repetition to recognize and respond to a natural form like a tree or 
an egg, so we need not at once recognize or follow the complexities 
of an aesthetic form in order to grasp it, to respond to its aesthetic 
meaning, to have it work. 

Delight in repetition and a rudimentary sense of form make 
themselves known very early in our fives and remain with us 
whether or not we consciously cultivate them. As Sir Herbert Read 
once pointed out, the impulse to put the clock in the middle of the 
mantelpiece or parsley around the cold mutton is innate in all of us. 

No one who has had any experience with children needs to be 
reminded of how very early the delight in repetition appears. Imi¬ 
tative play of all sorts is a form of repetition; constant demands for 
the re-reading of a favorite stoiy or recitations again and again of 
nursery rhjnnes which cannot possibly make sense to a three-year- 
old are repetitive orders that the chfid finds pleasurable in them¬ 
selves, that is, of aesthetic value. Books of Mother Goose rhymes 
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generally introduced by an adult or by another child. The fonns 
that the child makes are frequently balanced, sometimes arranged in 
patterns or in a sequence of shape or color. The same principles of 
organization that one finds in adult art and artifacts put in an early 
though tentative appearance, usually obscured by a mass of appar¬ 
ently quite haphazard experimentation. 

Repetition is also basic in technical pursuits which, according to 
Prof. Boas, are in part responsible for the artistic impulse among 
primitive people.^ In almost any purposive activity repetition is es¬ 
sential. It seems probable that primitive man’s aesthetic pleasure in 
the woven pattern of his seed basket was a mixture of pride in the 
practical success of his activity and pleasure in the rhythmic move¬ 
ments or technical gestures that produced the basket. 


Vitality 

But questions arise; What land and how much repetition is de¬ 
sirable? When is it meaningful and agreeable, and at what point 
does it become monotonous? Why is one form alive and another 
lifeless? These are diBBcult questions. 

What are the requirements and the nature of these forms that 
seem to us beautiful, or moving, or both? There are many theories 
of aesthetic value, many criteria of judgment. The theory advanced 
here, which owes much to others (though it is simpler than most), 
might be described as a biological theory: what we require in life 
we demand of art. The character and some of the requirements of 
the human body and mind are transferred to those products of the 
human hand and heart and mind that we call art, and we judge 
works of art by criteria derived from these biological factors. 

Our bodies are complex but highly ordered organisms; a true 
work of art also has this dual character of vital order. Physically 
we require balance and stabdity and a sense of assurance that we 
know our way about in the space that surrounds us. We are made 
ill when either by unaccustomed motion—in a ship, a plane, or a 
car—or by disease of the inner ear, our orientation to space and to 
the pull of gravity is upset. The discomfort we feel when a picture 
hangs crookedly on the wall and the minor, but real satisfaction we 
feel ia straightening it, making it level, are the simplest instances 
of the way in which we transfer this physical requirement to the 
area of aesthetic preference. 

' Fianz Boas, Primitive Art (New York: Dover Publications, Inc., 1955), p. 349, 
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Certainly the aesthetic principles of harmony, balanced opposi¬ 
tion, proportion, and sequence of movement all have their analogies 
in the complex structure of the human body. Furthermore, there are 
certain rules of order to which the body conforms in its relations 
with the outside world that also find an echo in a work of art. Jean 
Chariot, in an illuminating article,^ finds the ultimate source of aes¬ 
thetic order in the nature of our physical circumstances and in the 
rhythmic character of our lives. 

Two main laws, horizontal and vertical—are strung implacably 
straight: the plumbline of gravity that each of us carries inside himselE 
as if it were a physical conscience, so to speak, ready to reproach man 
his least attempt at obliquity; and another law, made visible in water 
levels, that checks from a whole ocean to the content of a cocktail glass. 
Between the prongs of this compass, set at right angles to each other, 
man lives cautiously, as if they were the jaws of the dragon that was an 
essential prop of mediaeval mysteries. A third law, equally faceless, is 
one of rhythm, meaning for us mostly the clocked beat of the heart and 
meticulous intake of breath. . . . 

In a work of art the clear statement of the horizontal—vertical 
relationship expresses security, serenity, quiet; the obscuring of this 
relationship or its alteration, what Chariot calls the ‘least attempt at 
obliquity,” immediately upsets the equilibrium and suggests uncer¬ 
tainty, mystery, change, or excitement, depending on 5ie context. 
The Last Supper by Leonardo and the same subject treated by Tin¬ 
toretto illustrate this well. (Figs. 2-10 and 2-11.) Too much em¬ 
phasis on the horizontal-vertical relationship, too continuous and 
regular a repetition of equivalent elements make for monotony, for 
the hfeless character of most kitchen linoleum. Too little of the 
requisite factors of order, too much variety and unpredictability in 
the pattern lead to chaos in which we lose our way and all aesthetic 
value vanishes in the confusion. 

In our dealings with others and with the world outside ourselves, 
some sort of dependable order is, as we have already noted, essen¬ 
tial, but so is the element of surprise, of uncertainty. We need the 
xmexpected deviation from order to remind us. that we are ahve. 
The analogy is again very close. A work of art must be ordered in 
structure but it must also hve; and hving involves deviations from 
the norm, a sense of movement and, above aU, of tension. The ele¬ 
ments are held in a tense equilibrium not by inertia, but by the will 
of the artist. 

“Jean Chariot, “Nature and the Art of Josef Albers,” College Art Joumcd, Vol. 
XV, p. 194; Spring, 1956. 
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What Is Art? 

There are many definitions of art, many diverse explanations of 
its fimction in human life. But a broad area of agreement exists m 
this matter of order: art involves some kind of order, and, to be 
meaningful, its ordered forms must have a life of their own. Nor is 
the vitality of a work of art necessarily a reflection of what is gen¬ 
erally thought of as reahty. As the philosopher Irwin Edman has 
put it, “Art with its language of realization may be a way the meta¬ 
physician has forgotten, not to describe but to utter reality. 
ngaiti “The arts do not tell us about or abstract from; they exhibit 
the what, the quality itself.” ® 

In the balance of this chapter and in subsequent chapters we 
shall examine artifacts, whether practical or aesthetic or both, in an 
effort to arrive at some understanding of the order and vitality that 
make them meaningful, that make them qualify as art. 


The Voyage of Dimysos 

Let us start with a fine example of a minor art, one of those prac¬ 
tical artifacts whose purpose is almost equally aesthetic, an instance 
of decoration at its best. The painted decoration of the wine cup 
or kv'lix in Fig. 2-7 was the work of a Greek painter Exekias, in the 
latter part of the sixth century b. c. The form of the cup is satisfying 
to look at as well as to handle, and one learns from the experts that 
the Kp is so subtly adjusted to its function that there is not the 
slightest dangqr of spilling the wine. The proportions of foot to 
body, and of the slender stem to the swelling bowl seem precisely 
as they should be to give the cup an air of light equilibrium. 

The interior is treated as a framed circular picture showing 
Dionysos, the Greek god of wine, sailing over the sea in a ship whose 
mast is twined with grapevines hung with heavy clusters of grapes. 
It was said that the god of the vintage had once voyaged far and 
wide teaching the peoples of the world the culture of the grape, and 
presumably the delights of wine. In Exekias’ picture the sea is sym¬ 
bolically indicated by a school of dolphins accompanying the god 
on his voyage. The movement of the ship as it seems to slip smoothly 
through invisible water is expressed by the beautiful lines of the 
huH; the prow and stem are carved like the nose and tail of a dolphin. 

The form of the picture, like that of the cup it decorates, is curvi¬ 
linear: its repetitive order is composed of curved hnes and images 

® Irwin Edman, Arts and the Man (New York: Mentor Books, 1949), pp. 134, 135. 
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The Voyage of Dionysos. 

Inside o£ a kylix painted by Exeldas. 
(Mid-sixth century b. c.; Greek.) 

D. 14W'. 

Staatliche Antikmsammlungen, Munich, 






that reflect each other in a fascinating but irregular pattern. No two 
lineSj no t^vo dolphins, are identical. The water line of the ship s 
hull is echoed by the shorter one of its deck. The bending yardarm, 
from which the rectangular dipping lug is hung, repeats, but in re¬ 
verse, the curves of the hull, which duplicate each other on either 
side of the reclining flgure of Dionysos. The shorter, more abrupt 
curves or humps of his knees and chest are repeated with variations 
in the four branches of the grapevine as well as in the bodies of the 
seven dolphins. 

The mast, which is stepped a little forward of the center pf the 
boat, leans slightly back toward the right. The junction of the mast 
with the deck is the center of the picture but is placed just below 
the center of the cup so that the mast does not coincide with a 
radius of the cup s circle. The expressive eflFect of this is to suggest 
the greater expanse of sky above than of sea beneatJi and gives the 
boat a certain stabilit}"; but decoratively it supplies the variation 
from the exact order that is needed to give the picture life. The 
slanting mast, the taut halliards, and the wind-filled sail all serve 
expressively to speed the ancient voyager on his way. 

It is instructive to experiment with a rearrangement of the ele¬ 
ments in such a composition as this where each image is separate 
and movable. Imagme the ship placed so that its deck would coin¬ 
cide roughly with the horizonti diameter of the circle; put the mast 
just off the vertical. Can you see the life ebbing out of the design? 
Try to persuade the dolphins to s^nm in single file, regularly spaced, 
and in one direction from a little above the stem, under the hull, 
and up to a point just above the prow; the procession would be 
more orderly, but would lose its vitality. The arrangement made by 
Exekias gives a wonderful sense of the sportiveness of die fish; they 
are not going anwhere in particular; they are swimming for the fun 
of swimming. ITie more orderly form would destroy this effect en¬ 
tirely and would at the same time give the pattern a mechanical 
instead of a vital character, besides being contrary to the nature of 
dolphins. And yet, now that the dolphins have been moved about 
a httle, look again at the rather subtle order diat does exist. Behind 
Dionysos, three dolphins swim along with the ship; ahead, three 
swim around the prow and back toward the ship s stem. These six 
make a balanced opposition of groups of three. But a seventh dolphin 
joins with one from each of the two groups to make a third triad, 
and he decides the issue of direction by swimming left. A seventh 
bunch of grapes also hangs to the left of the central axis of the pic¬ 
ture, Thus the odd fish and the odd fruit add their weight to the 
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direction of the sailor himself to carry the ship over the “wine dark 
sea. Since this particular boat was usually seen through the wine 
the cup was intended to contain, Homer's description seems pe¬ 
culiarly apt. 


Bellini s Madonna Adoring the Sleeping Child 

Giovanni Bellinis Madonna Adoring the Sleeping Child (Fig. 
2—8) is in quite another categoiy. Instead of a piece of decorated 
pottery intended for festive, if practical use, this little altarpiece, 
only just over two feet high, was intended as an aid to devotion. 
The Madonna is shown half-length against a landscape, praying 
over her sleeping Child who lies with His head on a velvet cushion, 
His body on what appears to be a marble waU. Whether it is a 
wall, a table, or a slab is for the moment of no great consequence; 
what matters is that on its firm, horizontal base the sleeping Child 
hes secure. Behind it the mother is shown to the waist; her finger¬ 
tips are lightly pressed together in prayer; her shoulders are level 
with the horizon of the landscape, and her lovely head is silhouetted 
against a pale sky. The form of the whole is compact and stable; 
the mood, one of stillness. 

The simplicity of the form, however, contains within itself a 
very expressive linear pattern. As one looks at the picture in the 
contemplative, leisurely way demanded by its subject, his attention 
goes first from the praying hands up to the face of Mary, and fol¬ 
lowing her gaze, down again to the Child. The sturdiness of the 
infant, relaxed in sleep, is firmly contained within contours along 
whose lines the eye travels from the round little head on the pillow 
to the feet, and back again to the curls against His mother s sleeve. 
The pillow lifts the Childs's head and raises the body into a slightly 
diagonal variant of the hoiizontality of the wall, yet the httle body 
remains aesthetically a part of the base of the picture, its support. 

From this base a tall rectangle rises bounded by the lines of the 
Virgin^s cloak to the right and left of her wrists and extending in 
the folds of her veil to the top of her head. The eye tends to travel 
up one side of this area and down the other, sometimes crossing over 
at the neckline of her dress, or following the oval of her face and 
chin. Or it travels up one forearm and wrist to the beautiful gesture 
of prayer, and down the other arm toward the child again. Or it 
makes brief side excursions into the repeated curves of die folds of 
Mary^s cloak as they fall over her left shoulder defining the curves 
of her breast and the firm shoulder under the drapery. As one looks 
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Bellini. Madonna Adoring the 
Sleeping Child. 

(c. 1430-1516; Italian.) 

Tempera on wood panel, 28W' X 18M". 
The MefrapolUan Museum of Art, 

New York, 

The Theodore M. Davis Collection. 
Bequest of Theodore M. Davis, 1915. 

Fig. 2-8. 






3wa,y and then back to the picture, new relationships are forever 
appearing: for instance, the eye follows the curve of Mary’s right 
cheek from eye to chin, then to the tips of her fingers and down her 
right hand and arm. A similarly broken curve balances this one 
from the left cheek to the left hand and arm. But one can go on 
almost indefinitely finding orders within order and complexities 
within the seeming simphcity of the total form. 

The picture’s center is neither the face of the mother nor the 
body of the Child, nor even the praying hands, but rather it moves 
slowly up and down a ‘line” between the mother and the Child she 
is watching over. The subject of the picture is the Madonna Ador¬ 
ing the Sleeping Child, but the theme is adoration, a living, loving 
relationship. 

At the risk of detracting, at least temporarily, from the aesthetic 
wholeness of the picture by a mechanical reduction of its complex- 
ity, try to look at the composition as an inverted T the base of which 
is the Child’s body and the waU on which it hes, and the stem, 
the upright rectangle that ends in the curving line of the veil over 
the Madonna’s head. Notice that the vertical line is braced from 
either side by the short diagonals of the Virgin’s arms. This is the 
core of the structure, the firm armature around which the roughly 
pyramidal form of composition takes shape. 

Chariot’s two implacable conditions of existence are here made 
very clear in the marble slab or wall, whose formal function is to 
provide a stable base but whose expressive function is probably to 
carry a premonition of the sepulchre; and in the axis of the Ma¬ 
donna’s body embodying in itself the pull of gravitx'. We respond 
to the stability of this relationship even while our attention moves 
up and down the central axis, or makes side excursions into the land¬ 
scape at the back where a winding road lures us away only to curve 
into a hill that leads directly back to the Madonna’s shoulder. And 
what of that other law, the rhythmic pulse of life? It is felt in the 
balanced repeat of line against line, now in sequence, now in oppo¬ 
sition; in drapery folds which are repeated with variations, no two 
identical; in the balanced opposition of the praying hands. 

The colors are much paler now than was Belhni’s original inten¬ 
tion, and the fight blue sky has taken on a greenish tone, but the 
rather muted harmonies are consistent with the mood of the paint¬ 
ing. The lines have lost nothing of their clarity and are beautiful 
in their own right even as they perform their roles of defining con¬ 
tours and leading the movement. But it is in the unity of the whole 
that the meaning of the painting lies, in the unity of the form that 
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encloses the mother and her divine Child in a magic ciircle of love. 
Within this unity, however, there is separateness; within the ap^r- 
ent security^ anxiety. The Child lies not on His mother s lap but 
apart, on a marble slab suggestive of the chill of death. The 
mother s face even in its calm passivity holds some awareness of the 
sorrow that lies ahead. 


El Greco’s Adoration of the Shepherds 

It seems possible that the purpose behind El Greco s painting of 
the Adoration of the Shepherds (Fig. 2—9) was not primarily to tell 
the story hut rather to express tie artist’s sense of the mystery of 
“the word made flesh.” The theme of the picture is not so much 
adoration as wonder, though adoration follows. Instead of illus¬ 
trating the verses from the Gospel of St. Luke with the familiar ac¬ 
cessories of stable and manger, El Greco takes St. Luke s words, 
“shepherds were keeping watch over their flocks by night, and fills 
his picture space with darkness at the center of which a white light 
radiates from the Child. It brilliantly illuminates the breast and 
face of Mary who lifts the white cloth as if to reveal the baby to the 
Tvondering gaze of St. Joseph, two shepherds, and two women. Like 
the flickering light of a fire, this miraculous light plays over the inner 
surfaces of the figures setting up rhythmic movements as one lighted 
area responds to another from side to side and forward and back with 
a constant upward trend. The roughly shaped diamond at whose 
heart the Christ Child lies is not smoothly contained: St. Joseph’s 
yellow cloak falls in a fold toward the lower comer of the painting 
outside the “diamond”; his right hand and the right hand of the girl 
in white at the left extend beyond its imaginary edges as does the 
right foot of the kneeling shepherd. But still the form is recogniz¬ 
able, with its base the shepherd’s crook and its apex the crowning 
cluster of chembs who hover high above the Child. On their scroll 
is inscribed “Glory to God in the highest—we praise Thee, we bless 
Thee.” 

Our reading of the picture would not be complete if we failed to 
notice the animals. St. Joseph’s donkey, sleepy after his journey 
from Nazareth to Bethlehem, is just visible behind the standing 
shepherd. The red-brown ox whose manger supplied the Christ 
Child’s first crib is hidden except for his head with great curved 
horns lifted between the shepherd’s knee and the Child. Finally, a 
lamb on whom the full light falls, his legs tied for ease in carrying, 
lies just below the head of the ox and above the shepherd’s crook. 
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El Gkeco. Adoration of the 
Shepherds. 

(1541-1614; Spanish.) 

Oil on canvas, 64^" X 42'^, 

The Metropolitan Museum of Art, 

New York. 

Rogers Fund, 1905. 

Fig. 2-9. 




The position of the lamb almost on the central axis of Pf’ 
with the cherubs at the top and the Christ Child at e p > 
suggests a double significance. The trussed legs may also De m 
preparation for sacrifice. The lamb probably represents o 
Siepherd’s gift to the newborn, and the divine gift to humanity, 
the lamb of God, a kind of symbohc repetition or translation. 

There are instances of formal repetition as well. St. Josepn, at 
the right, half rises from his seat as he spreads his hands in a 
of bewilderment. Opposite and balancing Joseph, but slightly 
nearer the picture plane, a tall shepherd kneels with arms crossed 
over his breast, quietly paying homage to divinity. His gesture is 
closed in contrast to Joseph’s partially, or hesitantly, open one. be¬ 
hind him another shepherd leans eagerly toward the Baby, his hands 
clasped in prayer (another closed gesture), while behind hto a ^rl 
in white flings her arms rapturously wide. The third figure in tms 
upper group, the woman displaying her bare hand and arm, is prob¬ 
ably the midwife whose hand, according to legend, had been 
withered because she doubted Mary’s virginity, and was made 
whole again by contact with the Baby’s swaddling clothes. To the 
right, behind Mary and Joseph, the space opens out to show in the 
far distance the tiny figure of a shepherd, his flock huddled at his 
feet. With outstretched arms he receives the “tidings of great joy 
while the black sky is shot with flashes of hght. 

One can read the pattern of gestures in more than one way. 
Perhaps one sees it as a cadenced line from Joseph to the girl in 
white forming a U-shaped frame around Mary and Jesus. Begin¬ 
ning with Joseph and moving clockwise the gestures are partially 
open, wholly closed, partially closed, and wholly open. Or one can 
read across the center of the picture in a major diagonal at the mid¬ 
point of which the Christ Child lies, with His mother Mary and the 
kneeling shepherd repeating each other in reverse on either side like 
the curves of parentheses; she uncovers the miracle for all to see; 
he kneels in recognition of divinity come down to earth. 

Or one can read across the picture following the gesture with 
variations, from the slow puzzled bewilderment of Joseph, to the 
ecstatic joy of the girl in white, and finally to that echo from the 
distant fields in which the gesture becomes one of joyful acceptance 
of glad tidmgs. 

The unity of El Greco’s painting depends on rhythmic relations 
of lights and shadows, on their disposal around the magnetic center 
which is the Ghrist Child, and on the opposing and echoing gestures 
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of the figures which are readily translated into variations on the 
central theme of wonder. As we have already seen, the light plays 
havoc with individual shapes (note the distorted bare legs of the 
shepherd), and yet the suggestion of substance remains, though un¬ 
emphasized. 

Here is none of the clarity of statement that we found in the 
coherent structure and dominant horizontal-vertical relationship of 
Bellinfs Madonna Adoring the Sleeping Child (Fig. 2-8). Bellini’s 
figures are clearly defined and modeled; the images are very tactile, 
giving one a strong sense of tlie solidity of the Child’s little body and 
the strength of the young mother. The group is seen as a unit within 
its firm outlines, while the landscape remains a background. The 
Madonna is not so much in the landscape as in front of it. Space is 
described but not felt all around the figures. 

El Greco’s figures take form only as they catch the light. His 
space is a shadowy indefiniteness, convincing because it is occupied 
by flesh-and-blood people, only partially illumined by a divine light. 
The images are for the most part visual and kinetic, and they take 
their places in relation to each other and to the Child in the almost 
haphazard way of people crowding about a point of common 
interest. 

The only references to the horizontal ground of the painting are 
in the reclining infant and in a cross beam of the vault whose func¬ 
tion in the painting is to keep the vault arch from seeming to fly 
out into space, Horizontahty, ""down to earthness,” is no part of the 
theme of this painting. Verticahty is another matter, though again 
the vertical lines are few and not insistent. The only straight edges 
are those of the pier behind Mary, but these play an important role 
(as we can see if we try to remove them). They pluck the cord of 
gravity for us. Vertical movement there is, but it is upward and 
has a flame-like character. Nothing is more mysterious than a fire 
in which the individual shapes are always recognizable as flames, 
but never are any two alike. 

As in the Bellini, the theme of the painting moves up and down 
along the central axis which has as its terminals the lamb of sacri¬ 
fice symbolizing Christ’s death, and the crowning group of cherubs 
suggesting His ultimate return to heaven. At the midpoint Hes the 
Baby who is both human and divine. The rejoicing girl at the left 
and the distant shepherd look and gesture up toward heaven; all 
the rest gaze down on the Baby who is just beginning His life on 
earth. 
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Leonardo DA Vinci. Last Supper, 

(1452^1519; ItaHan.) 

Oil on plaster. 

Refectory, Santa Maria delle Grazie, 
Milan. 

Photo: Pinacoteca di Brerdm, 

Fig. 2 ~io. 


Two Paintings of the Last Supper 

We tarn now to two paintings representing the subject of the 
Last Supper, the occasion when, as they sat together at their meal, 
Jesus said to His disciples that one among them would betray Him, 
and when He broke bread and giving it to them said, “Take . . . 
eat . . . this is my body which is given for you. . . 

In Leonardos Last Supper (Fig. 2-10) the disciples are placed 
on either side of Christ, six to the right, six to the left, in four groups 
of three, each group differing from the next in internal arrangement. 
The order is at once recognizable but not insistent; it allows us 
almost unconsciously to count the twelve, to know immediately who 
these men are and what the occasion. But it is the variety among 
them of gesture, of position, and of facial expression that we notice 
most; the variousness of response to Christ’s fateful words, “One 
among you shall betray me,” that makes Leonardo’s Last Supper 
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Tintoeetto. Last Supper. 

(1518-1594; Italian.) 

Oil on canvas, 143%" X 224". 

San Giorgio Maggiore, Venice. 

Photo: Alinari-Art Reference Bureau. 

Fig. 2-11. 


tlie most compelling interpretation of the theme that we have. It 
is a greater work than Tintoretto’s painting of a century later (Fig. 
2-11). There the variety so far exceeds the order that one feels 
oneself taking part in an exciting, perhaps terrifying event, in whidb 
a number of other people not easily identifiable also participate, and 
in which all sorts of irrelevancies of movement and of lighting make 
the whole theatrical rather than dramatic. Leonardo’s painting is 
not only the record of the institution of a sacrament with the 
ordered solemnity that clothes the celebration of the Eucharist; it 
is also a great human drama. Leonardo has pictured the outward 
and visible signs of the struggle going on within each one of the 
twelve disciples as he questions the meaning of Jesus’ words. 
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It has been suggested that it is the variousness of response to 
Christ’s words among the disciples that makes Leonardo’s painting 
the most compelling interpretation of the theme. But this is a gross 
oversimplification. Never was the variety of individuality, both 
human and formal, so subtly contrasted with structural clarity and 
simplicity. The clearly balanced form with all the stability and 
permanence it expresses is die vehicle of the institution of the sacra¬ 
ment of the Mass. On the other hand, the human drama played out 
on Leonardo’s austere stage pulses with the immediacy of life itself. 
The twelve profoundly disturbed men gathered about the quiet 
figure of their Master carry the meaning of the picture in concrete, 
human terms. The dark, marching rectangles of the wall hangings 
leading back to the lighted windows; the long line of the refectory 
table and the coffered ceiling whose fighted rafters repeat the taut 
horizontaHty of the scene, make a cube of space within whose clear 
geometry the tense tumult of human emotions seems all the more 
confused and troubled. 

Nor is the order of the painting confined to the enclosure and 
measurement of space. Each group of three disciples bears a rela¬ 
tion to a group on the opposite side of Christ; both terminal groups 
are arranged so that their heads are level with each other and with 
the group opposite, while in each, one man has risen and is leaning 
forward. Notice, however, that it is not in each case the man at the 
end of the table who has risen to his feet. While one loo?.» fiixedly 
toward Christ, the other gestures toward Him but looks in the other 
direction while speaking eagerly to his companions. Leonardo stops 
short of exact balance, of precise opposition; these terminal groups 
do not exactly repeat each other in reverse. He depends more on 
psychological tensions to hold the four groups together, on their 
relation to the quiet figure in the center, rather than on a formality 
of balance. The two inner groups also balance each other in a dis¬ 
similar opposition: the left-hand group with Judas drawing back, 
his arm on the table, is concave; the right is convex. 

Only the quiet figure of Christ is without human counterpart, 
but He too takes EKs place against the three windows as a part of a 
triad, one of light. The calm gesture of His hands is repeated in 
the wider arc of the curved gable above His head. Structurally this 
gable has no clear reason for being, but aesthetically it crowns the 
figure of Christ and brings the whole centripetal movement of the 
painting to a full stop. 

In contrast to the quiet clarity and coherence of Leonardo’s 
painting, Tintoretto’s (Fig. 2-11) is darkly mysterious, theatrically 
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lighted, and full of action which at times, as in the figure of the man 
in the lower right comer, seems exaggerated and meaningless. The 
major movement recedes along the iagonal of the table, beginning 
and ending in obscurity. A fittle beyond the midpoint of this diag¬ 
onal, just above the physical center of the picture, Christ ofiFers 
bread to the disciple next to Him. A second movement, crossing the 
first, descends sharply from the hanging lamp to the somewhat 
irrelevant but attractive group of the crouching maidservant, the 
posturing man, and the dog who investigates a large basket in the 
foreground. 

Across the table and a little back from the figure of Christ, Judas 
sits alone, singled out from the others of the twelve both by his 
position and by the fact that he alone has no haloed light about his 
head. The other disciples are quite as diSerentiated one from 
another as are Leonardo’s, but their movements seem curiously less 
motivated from within than in response to the pictorial demands of 
the composition. Their reactions to Jesus’ words and action are so 
various that they are difficult to sort out and comprehend. 

Two women, one perhaps Christ’s mother Mary, hover behind 
the table to the left, and a mysterious “cloud of witnesses” is dimly 
seen above their heads in the fight from the lamp. At the other side 
of the picture another group of angels seems to be fl>Tng into the 
space above the table. 

Five figures at the right lead one’s eye from the foreground in a 
wide arc to the shadowy regions at the back of the room. These 
figures would have been irrelevant to Leonardo’s purpose of repre¬ 
senting the institution of the Mass, but Tintoretto’s purpose seems 
rather to have been to dramatize the event by contrasting its sac¬ 
ramental significance with the commonplaces of an ordinary meal. 

Jesus had sent two disciples ahead to prepare a room in the 
house of a man whom they would recognize because he would be 
bearing a pitcher of water. In this man’s guest-chamber they were 
to make ready the Passover. The room in Tintoretto’s painting is 
vast: suitable for a king’s banqueting hall. The artist appears to 
confuse his pmpose: he gives to the event of the Last Supper the 
usual accessories of food, drink, servants, even a little dog; but he 
also supplies it with heavenly visitors, and sets the stage in the midst 
of a vast, indefinite space that at once removes the event from an 
everyday context. Unlike El Greco, who substitutes for an ordinary 
setting a frankly symbolic and suggestive use of space and archi¬ 
tecture, Tintoretto offers both reality and symbol, making neither 
really convincing. 
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In Tintoretto’s painting there is none of the structural clarity of 
Leonardo’s; there is hardly a reference to the basic vertical-horiison- 
tal relationship that plays so important a role both in the Bellini and 
in the Leonardo. The plane of Tintorettos floor has a tendency to 
tilt upward toward the inner part of the picture, and the faint 
echoes of the picture plane (the horizontal front of the pjcliirti 
space), which can be found in the table-end and in the floor tiles, 
lack the firm insistence they are given by Leonardo. The one strong 
vertical, the cord on which the lamp hangs, supports the only sharply 
defined horizontal, the upper edge of the lamp. The isolation of 
this one small image of equilibrium, silhouetted in the lamplight 
and hung between heaven and earth, may have had more signifi¬ 
cance for the painter than is clear to us. 

The almost continuous recession from the picture plane into 
deep, indefinite space is held in tension by the diagonal of the long 
table and filled with pulsating life by the rhythm of brilliant high¬ 
lights and dark shadows. We have seen light and shadow used in a 
.similar way by El Greco, who was a younger contemporary of 
Tintoretto and much influenced by the older man’s work. But wher<i 
El Greco expressed in terms of light and shadow the theme of divines 
mystery, Tintoretto used light and its rhythmic contrasts to heighten 
the tension and to give a feverish vitality to the painting. 

In El Greco’s Adoration of the Shepherds, the Ghrist Child lies 
somewhat below the physical center of the painting; in Tintoretto's 
Last Supper, the figure of Christ is above the center; and in Ijeo- 
nardo’s Last Supper, while Christ’s head is above the center, the 
major part of the pyramid formed by His head, shoulders, and out¬ 
stretched arms is considerably below the center. We are all familiar 
with the fact that the lower our own center of gravity, or that of 
any hufley, heavy object, the greater will be its stability, the easier 
its equilibrium. The psychological center of a work of art, its center 
of attention, has a similar aesthetic function: a higher center in¬ 
creases the tension needed to maintain equilibrium, a lower one 
gives a sense of repose. 

It has become amply clear in the course of the discussion of 
Leonardo’s and Tintoretto’s paintings of the Last Supper that 
Leonardo’s is held to be the finer picture. Since it is the purpose of 
this book to assist the reader in arriving at value judgments of his 
own, it is important to face the issue squarely and to make explicit 
the already implied grounds for this judgment. 

Let us take first tlie matter of the painter’s purpose. We feel 
reasonably sure that we understand what Leonardo’s purpose was: 
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to fuse in one form the dramatic record of an occasion involving 
human treachery, betrayal, love, and bewilderment, -with the insti¬ 
tution of the central sacrament of the Church. It is a purpose whose 
human and cultural richness is immense; it has a real grandeur of 
scale. We are not so sure of Tintoretto’s purpose. Perhaps it was to 
present in as dramatic a way as possible the historical event, en¬ 
riching it with supernatural attendants and staging it with theatrical 
lighting and action calculated to heighten the tensions and raise the 
pitch of excitement. The diflBculty is that the important theme of 
Judas’ treachery and of the annoimcement to the disciples of im¬ 
pending tragedy is lost in sheer theatre. While we can never be 
entirely sure of his intention, it seems from our very uncertainty 
that the painter has not been wholly successful in achieving it. His 
picture does not “work” as well as it might. 

Second is the matter of order and vitahty; we are probably 
agreed that both paintings are generously endowed with these two 
prime requisites. While the order is certainly clearer in the Leo¬ 
nardo than in the Tintoretto, there may be more vitality in the 
Tintoretto—though it is of a feverish nature. The two paintings 
exemplify clearly the styles of the end of the fifteenth and the end 
of the sixteenth centuries. But even allowing for the late sixteenth 
century’s preference for a degree of unclarity, for suggestion rather 
than definition of forms, for strong contrasts of light and dark in¬ 
stead of an even distribution of light, and especially for movement 
and a state of becoming against static balance expressive of a state 
of being, Tintoretto stiU seems not to have produced an aesthetic 
unity from which nothing can be removed and within which nothing 
can be changed without damaging the whole. It is not a whoUy 
effective form. 


Subject and Theme in Landscape 

A useful distinction can be made between the subject of a 
work of art and its theme; between the “material” with which the 
artist works—a rehgious subject, a portrait, a landscape—and what 
he has to say about this material. The subject, if one can be identi¬ 
fied, is the artist’s starting point; the theme is the expressive content 
of the finished work embodying both the artist’s feehng and that of 
the viewer who responds to the work. When two or more examples 
of an identical or similar subject are compared, the differences in 
theme quickly become apparent, and in these differences one learns 
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something of the preferences and habits of mind both of the artists 
concerned and of the times in which they lived. 

In contrasting the two paintings of the Last Supper by Leonardo 
md Tintoretto we have arrived at diflferences in theme. A very dif- 
ferent comparison can be made among four landscapes although in 
only one is landscape as such the ostensible subject. Turn for a 
moment to Masaccio’s Tribute Money (Fig. 4-21), to Peruginos 
Handing of the Keys to Peter (Fig. 4-22), to El Greco’s View of 
Toledo (Fig. 4-23), and to Rembrandt’s Christ Crucified Between 
the Two Thieves (Figs. 10-18 and 10-19), and ask yourself what is 
the role of the landscape, and how does the painter feel about land¬ 
scape in each? For instance, take the horizon line to which we 
referred above; where does it occur in each picture? More impor¬ 
tant, what is the effect on you of the position of the horizon? For 
some, a high horizon like fhe one in the View of Toledo evokes a 
strong feeling of tension, or sometimes of expectancy, while a rela¬ 
tively low one, as in the Perugino or in Vermeer’s View of Delft 
(PL Ila), carries overtones of relaxation and of calm. On the other 
hand, Goya in his print of The Giant (Fig. 4-25) produces a .special 
kind of tension by giving us a low horizon whose normal calm ho 
then proceeds to shatter by placing his giant on the edge of limitless 
space, brooding among the stars. Consider also the effect of the 
lack of an horizon, as in Rembrandt’s Christ Crucified (Figs. 10-18 
and 10-19). The horizon is, however, only one element in the 
aesthetic totality of a landscape, and it is in the total form, in the 
unity of all the elements that one must seek the artist’s theme. 


Subject and Theme in Portraiture 

Portraiture is an area of subject matter which, as one might 
suppose, waxes and wanes in popularity in accordance with the im¬ 
portance of the role the patron plays in the instigation of art. In the 
Renaissance, the interest in human personality and the importance 
of the individual in the social scene led to a development of por¬ 
traiture unparalleled since Roman times. Antonio Pollaiuolo’s Man 
in Red (Fig. 2-12) is presented as the embodiment of human 
power. His is an arrogant self-confidence; he has an air of rejecting 
intimacy. The clarity with which his figure is silhouetted against 
the void of negative space about him tends to present him as a type, 
as a mental image of “tlie man of the Renaissance.” While the 
portrait is unmistakably a likeness, the theme is a very general one: 
the self-confident assurance of a man who believes that he has a 
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Pollaiuolo. Man in Red. 

(c. 1432-1498; Italian.) 

Oil on wood, 21^/4" X 15%". 

National Gallery of Art, Washington, 
Mellon Collection, 1937, 



god-given right to use and enjoy the world in which he finds him¬ 
self. (Pico della Mirandola a generation later was to make this 
theme explicit in his essay on the “Dignity of Man.”) 

In sharp contrast to Pollaiuolo’s Man in Red, is Leonardos 
Mom Lisa (Fig. 2-13), probably the most famous and possibly the 
most distinguished of all portraits. The stable, almost geometric 
form of the half-length figure, the clarity of its simple shape within 
the gentle but de&ite contours, its strongly tangible reality—all 
these are belied by the mystery that pervades the image, a mystery 
that derives not, as one might suppose, from the suggestion of a 
smile in the quiet mouth or in the actually smiling eyes, but from 
the painters masterly use of half-light and shadows. One remem¬ 
bers that Leonardo in his Notebooks advised the aspiring painter 
to look for the beauty of women as they stand half-shadowed in 
doorways during a rain. 



Leonabdo da Vinci. Mona Lisa. 

(1452-1519; Italian.) 

Panel, 3(m" X 20%". 

The Louvre, Farm. 

Fig. 2 - 13 . 





One is tempted to see both in tlie personality of the lady and in 
the style of the painter a cogent answer to all questions about char¬ 
acter in life and in art. No sooner have we a working pattern, a 
mental schema or form that seems to fit and to explain things, than 
the artist slips out of the pigeonhole; the work of art (whether on 
canvas or that major work of art wliich is a human personality) 
refuses to be explained. One then starts the search all over again, 
and new forms, new images appear. The portrait of Mona Lisa is 
the paradigm of the classical style of portraiture at the beginning 
of the sixteenth century: a stable pyramid, a clearly defined volume 
set in measurable, if somewhat romantically conceived space. And 
yet the theme of this clear image is the opposite of clarity. It might 
well be termed the ultimate mystery of human personality. It is of 
these tensions between statement and intimation that art is made. 


Subject and Theme in Bruegel and Renoir 

One more comparison of two paintings of similar subject and 
unlike theme will serve to make the distinction clear and also to 
bring us back to the starting point of our inquiry. Compare the 
painting by Renoir of The Luncheon of the Boating Tarty at Bou- 
gival (Fig. 2-14) with BruegeFs Land of Cockaigne (PI. I). These 
two have in common only one thing, and it is in the area of subject 
matter; both paintings represent people who have been eating and 
drinking. Bruegel’s theme and Renoir’s theme are utterly different. 

We have already seen that while Bruegel describes the fabulous 
Land of Cockaigne in fascinating detail, his primary concern is to 
point a moral. In order to do so, he simplifies and generalizes the 
visual image of the sleeping gluttons, emphasizing their strongly 
tactile quahty, and bringing to mind vivid bodily images of heavy 
sleep. He puts into his picture a maximum of meaning which takes 
time and attention to read and reflect on. The images are inde¬ 
pendent, discrete, but related to each other. BruegeFs purpose is 
essentially dogmatic; his style is clear, concise, and admirably suited 
to his purpose. 

Renoir is a painter who delights to celebrate the beauties of this 
world, not analytically as the Renaissance artist did, but descrip¬ 
tively presenting the richness of sensuous imagery for its own sake, 
available to us at a glance. 

A dozen or more young men and girls have finished their lunch 
on a veranda or balcony under a gay yellow and orange striped 
awning supported on. poles which echo in a darker tone the blue- 
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Rexoir. The Luncheon of the 
Boating Party at Bougical. 

(1&41-1919; French.) 

Oil on caii¥as, 51" X 68". 

The Phillips Colhctmm, WasMn^on, 

Fig. 2 - 14 . 


green of the foliage. A white table cloth is rumpled into blue 
shadows. The girl nearest us, who is talking to her small moppet of 
a dog, is dressed in blue with a yellow straw hat bedecked with 
orange calendulas. The men s wdiite shirts are also shadowed with 
blue, and the yellow straw hat of the young man in die foreground 
has a skw-blue band. On the table is a clutter of agreeable objects, 
nothing clearly defined, but one notices grapes and peaches and 
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other varicolored but unidentifiable fruits, crusty bread, pleasant 
shapes of wine glasses and of green-blue bottles not quite empty of 
wine, A golden light permeates the picture suggesting the warmth 
of a sunny day and a general holiday mood. In contrast with tlie 
Bruegel painting where each figure is self-contained within its own 
firm outlines, these figures are almost fluid in shape, free to move 
about within the secure comer of the world whose light and warmth 
they share. 

There is little conversation; no one appears to be saving any¬ 
thing of importance, and no one pays much attention to anyone 
else. But tlie mood of the group is unmistakable. This is a picture 
of light-hearted gaiety and well-being. Its theme is a hymn to joy, 
to the good things of life, of companionsMp, of sun and air and food 
and drink. 
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3. Images of Reality and 
of Fantasy 


What Are Images? 

Thk poet organizes words into forms wlucli convey 
richer, more complex meanings than the words alone carry, and 
with these ordered, verbal forms he conjures images that are the 
substance of poetry. The artist, whose medium is not audible but 
visible and tangible, is also concerned with images. Without images 
we cannot imagine, we caimot remember, we caimot th in k . 

What then are images? As we use the term in art criticism it 
connotes more than is suggested by any of the various dictionary 
definitions: a representation, a similitude of any person or thing; an 
idea; a metaphor. The artist’s images partake of all these but are 
not limited to any one. The artist creates an imaginary world paral¬ 
lel to and deriving from the world of objective reality but never 
exactly reflecting it. The character of his images derives from the 
character of his experience, whether sensory, emotional, rational. 

In order to understand the complex natmre of creative images— 
and that of course is what this book is about—it will be useful to 
look closely at their origins in perceptual experience: to consider 
briefly the physical equipment with which we receive sensory data, 
and the various kinds of sensory experience through which the artist, 
like everyone else, stores his mind with the materials of thought and 
of feeling. 
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How do we come to know what we know? How do we acquire 
the store of images and of ideas that make up our reality? For our 
purposes we shall think of images as akin to ideas which have their 
ultimate roots in sense perceptions, but which vary in accordance 
with the purpose to which the mind puts them. 

Perception is the whole process of awareness resulting from the 
stimulation of one or more of om' receptors. These are located in 
tlie eyes, ears, nose, tongue, skin, muscles, and internal organs. As 
we are stimulated the s}mbohc process is set up, and we give to 
the sensation meaning which is based on past, remembered sensa¬ 
tions. Also simultaneously, we respond to the sensory stimulus 
affectively, that is, pleasantly or unpleasantly, with emotion such as 
excitement or boredom, or in any of innumerable other ways. 

The receptors are classified according to the type of information 
they bring us: proprioceptors and interoceptors give us sensory in¬ 
formation on our own bodies; exteroceptors inform us of the external 
world. To avoid the sheer bulk of the two terms proprioceptive and 
interoceptive we shall often use tlie less precise but clear term 
bodily to describe the sensations- that lead directly to a sense of self. 
The terms bodily and exteroceptive can be applied as well to the 
images deriving from sensory stimuli as to the sensations themselves, 
and as weU to the creative images of art and of dreams as to the 
direct percepts of experience. In the Bruegel painting discussed 
earher, the \fisual beauty of the landscape, with its soft haziness of 
distance and its sharp definition of forms in the foreground, is 
exteroceptive in sensor)^ character. The tree with its loaded table, 
the httle pie-thatched hut, and the figures of the men, are both 
visual and tactual in character—they are exteroceptive. But Bruegel 
appealed strongly to our remembered, proprioceptive and intero¬ 
ceptive e.xperience when he painted his three gluttons sleeping so 
heavily on the ground. 

The proprioceptors are located in the semicircular canals and 
vestibules of our ears, and in the muscles and tendons of our bodies. 
The first are sensitive to bodily position and to rotation, the second 
to the varying positions and to the stresses and strains of the various 
parts of our bodies. When bodily movement is involved, while still 
proprioceptive, the sensation is often described as kinaesthetic. 
However, tlie absence of movement may be as vividly felt as its 
presence, as for instance when, in the grip of terror, we feel “rooted 
to tlie ground.” 
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The interoceptors are perhaps even more responsible for our 
self-awareness than the proprioceptors. The interoceptors are in the 
viscera and their close relation with emotion can best be indicated 
by the metaphors of our language: “My heart was in my mouth/' 
or “My heart sank'—movement in either direction being highly 
unpleasant; “butterflies in my stomach."’ The familiar feeling of 
levitation which plays an important role in dream imagery and in 
that of art has its counterpart in metaphorical language. We have 
all felt as though we were “walking on air.” It is hard to be sure 
whether this last “image” is proprioceptive or interoceptive, or both. 
The distinction reaUy does not matter and brings us back to the 
convenient term bodily to refer to sensoiy" qualities which are either 
proprioceptive or interoceptive or both. 

Bodily sensations are apt to be overlooked when they bring us 
information only of a normal state of aflPairs; if we are right side up, 
moving easily about over the surface of the earth without abrupt 
changes of position or direction, we tend to think of other things. 
If we are conscious of any feehng it may be a rather vague sense of 
well-being, though this may be connected with our thoughts rather 
than with our bodily behavior. But if the usual pattern is suddenly 
altered; if a hitherto smooth flight suddenly becomes “bumpy” or 
an elevator seems to drop out from under, leaving us to follow as 
best we may; or if, after great exertion, excessive fatigue makes us 
welcome a horizontal position as the greatest possible good, then 
all these bodily sensations take on special meaning. 

In contrast to the information we get from our proprioceptors 
and interoceptors about ourselves, the exteroceptors tell us of the 
outside world. Hearing, sight, taste, smell, and touch are all extero¬ 
ceptors. Man’s progress in exploring the nature of reality was vastly 
accelerated when he invented the telescope and the microscope, 
both means of increasing the reach of vision, while the telephone, 
radio, and television extend enormously our exteroceptive range. 

For our knowledge of the world immediately surrounding us, 
and in dealing with it, we frequently “handle” it; we depend very 
largely on our sense of touch. The hand is our most valuable tactual 
receptor, and the history of civilization was, for millennia, bound up 
with the slow development of tools by which the reach of the human 
arm and hand could be extended. While there is a saying that 
“seeing is believing,” vision leads us more often into error tlian does 
touch, particularly when exteroceptive evidence of touch is rein¬ 
forced by evidence derived from bodily movement. The familiar 
example comes to mind of the child who can “see” the railroad 
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tracks come together at no very great distance, but no matter how 
far he walks, he can never achieve the desired feat of bestriding 
them, one foot on each rail. 

Touch requires contact with the object about which information 
is wanted, an obvious limitation. Furthermore, contact alone is not 
STifficient if we want something more than knowledge of a surface. 
Mere contact, as when we touch a surface gently, or move our 
fingers lightly over it, allows us to identify texture, but to this must 
be added some involvement of the muscles, some pressure, if we 
are to learn whether the surface bounds a solid object. 

A homely example will make the point clear. Look at a bag 
filled with purchases from a supermarket, and, relying on vision 
alone, gauge the size of the parcel and note the kind of container. 
If you then touch its surface you confirm your visual impression of 
its being a paper bag. But only when you use the muscles of your 
hands and arms to grasp and lift the parcel, bringing into action 
your proprioceptors as well, can you tell whether beneath the let¬ 
tuce showing at the top of the bag are cartons of dry cereal, quite 
light, or possibly canned goods, decidedly heavy. 


Bodily, Tactile, and Visual Images 

To divide sensory experience into exteroceptive and bodily, to 
separate sharply information about the world outside ourselves from 
evidence of our own ability to handle it is, like so many generaliza¬ 
tions, useful but misleading. No one type of sensory experience is 
ever isolated. Tactual experience is rarely, at least when it is active 
rather than passive, purely exteroceptive. The experience of touch 
is rarely without muscular involvement. We do not make a practice 
of going aroimd touching or stroking the objects in our world, 
chiefly because texture done is of no great practical significance to 
us. The word “handle” immediately implies muscular movement, 
and to handle an object leads to proprioceptive experience as well 
as exteroceptive; we gauge weight in relation to our own strength 
and automatically test ourselves against this portion of the world 
of external reality. 

Consider the difference between touching and being touched, 
between scratching and being scratched, or grasping and being 
grasped. The passive experience may be purely tactual, though it 
may result in proprioceptive sensations with varying effects of pleas¬ 
ure and pain. The active experience involves our proprioceptors 
and is an intermediary between our bodies and the external world. 
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For purposes of aesthetic enjoyment of works of art, particularly of 
sculpture, it is this active kind of tactual-muscular response that is 
involved. 

Visual sensations unsupported by touch and by muscular, bodily 
sensations, and uninterpreted in terms of past experience, present 
themselves as shapes of varying size. They may also change under 
our gaze, and then we see movement. Imagine looking from a 
Mdndow, and seeing large shapes that present themselves as green 
in various values of hght and dark and various kinds of hue—blue- 
green, green, and yellow-green; some shapes are gray flecked with 
gold and green; some are square and some triangular; others are 
blue and still others are white. The white shapes move and as thev 
shift position the blue shapes enlarge in one part of the field of 
vision and diminish in another. 

In the foregoing, the symboHc process of naming shapes such as 
grass, trees, stone buildings, clouds, and sky has been carefully 
avoided. There has been no interpretation of ^e colors, shapes, and 
sizes in terms of space, though it has required an effort for the- 
author not to say, “In the foreground the green grass is long and 
unkempt; behind the stone garage the horse-chestnut tree guards 
the entrance to a path which leads up the MU to where the taU 
pines stand black against the sky.” Here the symbofic process is 
clearly at work, and the interpretation is subjective—in terms of pre¬ 
vious experience of moving about in tMs or in a similar area, and 
acquiring an understanding of the spatial relations wMch now the 
purely visual image is suflScient to recaU. 

As with space, which is the result of interpretation of visual 
evidence in terms of motor experience, so with texture and solidity 
—their perception is the result of interpretation in terms of tactual 
experience. Gray stone buildings with dark green slate roofs present 
two very different textures even though seen at a distance of thirty 
feet. The mottled gray and yeUow stone is rough, while even more 
vivid, perhaps because less pleasant, is the recaU of the feel of the 
slimy green roof tiles. 

Visual and tactile imagery make up a large part of the store of 
sensory material on which a painter or sculptor draws: of persons 
and things outside himself, of their relation to each other and to 
the indefinite extension around them known as space. If, however, 
the artist limits himself to recording, however accurately or attrac¬ 
tively, exteroceptive images—and the attraction often lies more in 
the qualities of the object than in the creative image—the resulting 
artifact image is apt to lack the power to move us or to sustain our 
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interest. Only when the artist becomes to some extent an actor as 
wel as an obser\“er, when his bodily imagination is also involved, 
do we ind ourselves really responding. 

The Sensory Character of Artifact Images 

Four artifact images of related though not identical subjects will 
ciarif\- the distinction between exteroceptive and bodily imagery. 
The first, a figure modeled in clay called Youth Imploring (Fig. 
3-1'' is a wholly non-^ual piece of sculpture. It was modeled by 
a seventeen-year-old girl who was bom blind. Therefore, not even 
dimly remembered xisual images entered into its creation. Images 
of tactile sensations undoubtedly played some part; the girl had 
probably felt her owm body xwth her hands and stored up memories 
of how the shapes felt; but this piece of sculpture is primarily a 
work of bodily imagination, proprioceptive and strongly subjective. 
The legs of the figine are thin and unimportant; the torso, not much 
more emphasized. The pronounced shoulders are the seat of mus¬ 
cular strain as the arms reach high above the head in a tense gesture 
toward a power somewhere above. The hands, which are to the 
blind so nearly what our eyes are to us, are subjectivelv exaggerated 
out of aU proportion to the body, and in them lies the climax of the 
expressive theme. 

Xfax Beckmann, in his Man in the Darh (Fig. 3—2), is obviously 
much less dependent on proprioceptive imagerx^ than is the blind 
sculpturess. But he enlarges and emphasizes the reaching hands 
and the hesitant feet making us feel participants in the dark rather 
than obser\-ers of the timid groping of the man. 

Rubens, on the other hand (Fig. 3—3), draws the image of a 
blind man as he sees him, describing the way he appears, not the 
way Rubens imagines blind helplessness to feel; while Rembrandt 
(Fig. 3-4^ presents The Blindness of Tobit in an image that is both 
visually conxincing and proprioceptivelv ver}' moving. 

Indi\-iduals differ enormously in the importance they attach to 
the various lands of sensoiv- experience and in tlie enjo^ent they 
derive from them. To some the delights of the eve-color, light and 
the patterns of shapes-xviU mean most. To others the pleasures of 
tactility of van-ing textures and solidih', will count for more. Still 
others find in movement, or in bodily action, the greatest satisfaction 
and interest. These preferences are usually a matter of degree 
ratlier than of exclusive preoccupation, and tliev are to be found as 
much among artists as among hymen. One of the clues to an artist’s 
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Youth Imploring. 

Sculpture by congenitally blind seven¬ 
teen-year-old girl. 

After V. Lowenfeld, Creative and Mental 
Growth, Fig, S9. 

New York: The Macmillan Co, 

Fig. 3-1. 









Beckmann. Man in the Dark 


(1884-1950; German.) 

Bronze, than life size. 

Former^ m the Collection of Curt 
Valeftiin, New York. 





Rtjbens. Blind Man. 

(1577-1640; Flemisli.) 

Drawing, IQW X 16%". 

The Albertina Collection^ Vienna. 

Fig- 3“3- 


creative personaKty, and thus to his personal style, may be found 
in these preferences which are expressed in a dominant sensory 
interest. 

The late Prof. Viktor Lowenfeld ^ has demonstrated that person- 
ahties differ in the reliance they pl^-ce on one or another kind of 
sensory experience. He has distinguished between the visual or 
exteroceptive type and the haptic or bodily type. As an artist, the 
visual or exteroceptive tjT® i^ usually an observer (like Rubens in 
the drawing mentioned above) while the haptic or proprioceptive 

^ Viktor Lowenfeld, The Nature of CreaUoe Activity, 2nd ed. (London: Routledge 
and Kegan Panl, Ltd., 1952). 
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Monet. The Zuiderkerk {South 
Church) at Amsterdam: Look¬ 
ing Up the Groenhurgwal. 

(1840-1926; French.) 

Oil on canvas, 21W' X 25%". 
Philadelphia Museum of Art. 

W, F. Wilstach Collection. 

PL lib. 







and interoceptive artist is a participant, like Beckmann. The extero¬ 
ceptive tends toward a descriptive and objective st\'le; the bodily, 
toward a style of subjective expressionism. The giants, such as 
Leonardo, Michelangelo, and Rembrandt, or Goya, whatever their 
native constitution, develop to tire utmost both the exteroceptive 
and the bodily imagination. 


The Affective Process 

The aflFective process, as we have seen, is closely involved with 
the proprioceptors and interoceptors. We do not feel in our eyes 
the acute distress that is simultaneous with the sight of an accident; 
we feel it in the muscles about the heart and in the throat and 
mouth (“My heart was in my mouth”). Our spirits may be elated 
or depressed, we “walk on air” or feel “sunk,” and our bodies re¬ 
spond companionably with lightness or heaviness. We find our¬ 
selves in the 'grip of fear,” and all our muscles contract; w^e feel 
rooted to the ground” and are, indeed, helpless to run away. This 
is well illustrated by Munch in his nightmarish The Shriek (Fig. 
3-5). We may describe a state of mental confusion by sa\ung, “Mv 
head is swimming,” or one of chagrin and humiliation bv the expres¬ 
sion of “feeling small.” Figures of speech are telling because, while 
they often distort the “facts” (one’s heart does not literally “turn 
over”), they are vivid projections of the bodily sensations ibat are 
bound up with emotion. In this they are closely related to some of 
the expressive distortions of art. Bodily sensations and their accom¬ 
panying aSects or feefings are so intimate to ourselves, we identify 
ourselves so completely with them, that we often substitute for the 
verb to feel the verb to be: instead of saying, “I feel tired,” we say, 
“I am tired.” 

These sensations, being internal, are for the most part only 
slightly apparent to the external observer. The artist trains himself, 
consciously or unconsciously, to detect and to read the outward 
signs, such as they are—the changes in facial expression that result 
from tiny muscular contractions, and the more visible bodily ges¬ 
tures of posture and movement that communicate to the sensitive 
observer the inward feelings of the person observed. But tire signs 
are not always enough. They are adequate in direct proportion to 
the degree to which the artist identifies himself with the emotion 
to be expressed. If the emotion and therefore the bodily sensations 
are his ovra, not those of another, he cannot see the outward effect 
they produce; he can only feel them inwardly. Yet his artifact image 
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Munch. The Shriek. 

11863—1944; Xonvegfan.) 
litiiograpli, ISTi'' X ICX'. 

CoMection, The Museum of Modem Art, 
New York. 

Matthew T. MeUon Foundation Fund. 

Fig- 3-5- 







































of emotion must be a visible, external thing. He therefore resorts 
to what is in eflFect a projection into visible form of the implicit 
sensation. It not infrequently takes form as a distortion of the usual 
visual image. 

Some such procedure probably lay behind the creation of 
Picasso’s Weeping Woman (Fig. 3-^) or behind the agonized dis¬ 
tortion of the mother mourning her dead baby in Guernica (Fig. 
3-7). The dying horse in Guernica is an image in which are com¬ 
bined the exteroceptive appearance of a horse with its mouth 
stretched wide open (as actually occurs when a horse yawns) and 
the proprioceptive feeling of a horse screaming in death-agony. It 
seems likely also that this projection into visible forms of bodily 
feeling may very well he behind some of the grotesques of art, 
accounting in large measure for the dread vitaHty that gives them 
their nightmare quahty. 


Creative Images 

We have seen that the material of imagination, as of thought in 
general, is largely made up of images deriving from and corre¬ 
sponding roughly to sensations. There are direct percepts, which 
coincide with the presence of the stimulus, and memory images 
where the sensation is recalled. When we speak of having a mental 
image of something, it may be that we remember a sensory experi¬ 
ence that has occurred, or it may be that we are imagining one. In 
the latter case it can be called a creative image. There are two 
major types of creative images: dreams, including daydreams and 
fantasies which are aU creations of the mind but have no existence 
outside it; and artifact images, also creations of the mind and hand, 
but here the image is given objective form and can be used as a 
means of conveying ideas and feelings to others. 

Creative images differ from memory images of experience in 
that they vary in accordance with the purpose, whether conscious 
or unconscious, of the artist or dreamer, the “imaginer.” They vary 
in the degree to which they correspond with the original sensor}' 
experience; one will seem very “real,” another “fantastic,” another 
“distorted,” and still another “abstract.” One will emphasize visual 
quahty, another tactile, another bodily; while another seems to 
draw impartially on all kinds of sensory experiences. 

We turn now to a study of those creative images which for 
various reasons, not least that they are irrational, can throw most 
hght on the artist’s images: the imagery of dreams. 
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Picasso. Weeping Woman. 

(1881- ; Spanish.) 

Oil on canvas, 23%" X 19%". 

The Roland Penrose Collection, London. 

Fig. 3-6. 







Picasso. Guernica, 

(1881- ; Spanish.) 

Oil on canvas, 11' 6" X 25' 8". 

On extended loan to The Museum of 
Modern Art, New York, from the artist. 

Fig. 3-7* 


“The artist is not a special kind of person, but every man is a 
special kind of artist/* When the art-historian and philosopher 
Ananda Coomaraswamy made tliis statement, he was not supposing 
that we all make artifacts or artifact-images. Neitlier did he have 
in mind the fact that in sleep and in daydreams we all create images 
that often bear a close resemblance to those of the artist though 
they have no objective existence outside our own minds. Coomara¬ 
swamy was convinced that we are all potential makers of artifact- 
images; and he would probably have agreed that while our dream 
imagery does not in any way prove his contention, it does certainly 
give it added weight. 


The Aesthetic Character of Dream Images 

In asking you to study the aesthetic character of your dream 
images, there is a double pmrpose: to interest you first in a study 
of your dreams with a wew to discovering what “special land of 
artist” you may be; and second, in developing a better understand- 
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ing of your own creative imagery in order ihul yon may luieome 
more curious about the images of olli<!r jxiople, nolably lliose lo lx; 
found in works of art. 

It has been suggested that the subconscious mind finds images 
in which to pose a pro})lom the dnsamcr is fucking or refusing (o 
face in his waking life, and even to suggest i(s solution, As in works 
of art, the images of a dream are bascid on ('xixirieuce, but ar(i 
“rarely exact reproductions.” “ They dep(tn(l Ixaivily on r<x!!dl, l>ul 
the processes of selection, arrangement, distortion, and (W(in abstrac¬ 
tion, are very various and sometimes no less efbictive than in a work 
of art. Without fully understanding citluir the purpos(! or what 
Freud called the “latent” meaning of a dnsam, it is possibhi lo lx* 
aware of its aesthetic character, to look at it as one docs at a work 
of art. 

Try, then, to adopt an aesthetic attitud<5 toward your diaiarns, 
As dreamer, you are at once the artist ami the critic; yonr jndgimmts 
in no way depend on the opinions of others. Yon rnay j)rot(ist that 
you never dream. Perhaps you dream without reauanlxiriug, and 
with a little effort you may begin to rcicull what you hav(i diafaimal, 
You may also find that yonr powers of irnag<!ry arts imaxiused, and 
that your whole conscious life is considerably enriched by tluf allfsii” 
tion given to these images of your nricons(!ions. Ih^gin l)y asking 
yomrself certain questions. 

1. Are the dreams you remember nsalistic! or fanla.sti<!, th<! 
images real or distortions of reality? 

2. Do you dream in perccptnal images or in a simi)l(i narrativ(i 
of events? In other words, do you see ami bsed (lui situation in 
which you find yourself, or do things simply ha[)p(iti? l'’or (ixamplc, 
do you remember crossing the grass from oms building to another, 
and was the grass green and soft, or brown and dry? Ilud it Ixfon 
freshly mown? Or do you only remember crossing tlxi grass in¬ 
stead of following the path? 

3. If you dream in perceptual images ralhcsr than in v<trbali/,<!cl 
events, what sensory qualities are you aware of? 

a. In the first place, from the evidence of yonr dreams, do you 
lean to bodily or to exteroceptive imagery, or do you us(! both 
kinds as the character of the dreams may dictate? 

b. If you can recall proprioceptive images, are they tins gcnxiral 
rule or do strong, bodily images of feeling enter at a purticn- 
lar time, to make a particular point in the dream? 


D . 4 . b Nightmares (London; Pcirigdiii Books, 

Part II, Chapter 4, p. 65 f. (Also available as a Pelican Baok, A 294.) 
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c. If the images are largely exteroceptive, are they generally in 
color? Are you aware of tactile quahty, of texture, or of 
solidity? 

4. Are your dreams ever non-objective? In one sense the dream 
of events might be called non-objective because there are no per¬ 
ceptual images in it. There is, however, another type of dream to 
which this term out of art criticism can very legitimately be applied, 
where a bodily feeling is recalled but without any exteroceptive 
context. Such a dream might equally weU be termed abstract, since 
the sensation or feeling is abstracted from the experience. 

5. Finally, if the sensory quality of a dream is marked, or if you 
suddenly find abstraction and distortion where you are accustomed 
to realism, can you discover what role they play in the dream? 
What point do they seem to make? It should be easier for you to 
answer this last question when it relates to your own images than 
to answer the same question about Picasso’s Guernica (Fig. 3-7), 
because, as the dreamer, you are at once the sender and the receiver 
of the dream’s message. You know how the images make you feel, 
and you respond to them directly without needing to have them 
explained. This is important. 

These questions have formed the basis for discussions of the 
aesthetic character of dreams which have been for some years a 
regular part of a university course in art appreciation. The material 
that follows is derived from these discussions. 

The terms abstraction, distortion, and non-objective all occur in 
the questions given above, and it is essential that our use of them 
be clearly understood. 

Abstraction we have already discussed in Chapter 1 (page 14). 

Distortion means literally the twisting out of natural shape, a 
deviation from the normal. We speak of features as distorted by 
anger or by grief, or of a body distorted by pain or accident, or 
disease. To a certain extent every artist alters the representation 
of his ovra percepts in order to emphasize certain quahties, for the 
sake of expression, but we only call this distortion, or sometimes 
abstraction, when we feel our own visual experience to have been 
outraged or at least denied. The arts are full of exaggerations and 
of variants on the usual appearance of things. So too are dreams. 

The term non-objective as used in art criticism is often made 
synonymous with the term abstract. As we have seen, the latter 
term should be given a broader significance, referring as it does to 
all the relations within a work of art. Non-objective art is also 
abstract in this sense, but it specifically implies a disregard for con¬ 
crete objects. 
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Non-objective art has its analogy in non-objective dreams. The 
dream of falling, for instance, may occur in an exteroceptive context, 
such as driving a car over a precipice, but it often occurs without 
any perceptual context at all. The dream image is then concen¬ 
trated in the physical, proprioceptive and interoceptive sensation 
of falling, and may be thought of as non-objective. 

When one adopts an aesthetic attitude toward dreams, so much 
of interest emerges that one hesitates to report “findings” without 
first making a carefully controlled study. Since this has not been 
done and since, for our purposes, the value lies more in the study 
than in its results, certain generalizations will be presented here 
only as guides, suggestive of the larger study of the artist’s images. 
Five general types of dreams have been distinguished in the course 
of discussions of the aesthetic character of dream imagery. 

1. Dreams of a continuing waking reality. These are dreams that 
employ plausibly real experiences in which the dreamer acts the 
leading part. Perhaps the role is a little closer to heart’s desire than, 
real life, or the dream clearly fulfills a wish. Such an agreeable, but 
not very memorable dream was told by a girl who found herself in 
a station wagon with her parents and her “date” going to play golf 
at the country club. She noticed the greenness of the grass and her 
own definite sense of happiness. But the images involved in such 
dreams may or may not have minor sensory quality, and may or 
may not be emotionally colored. Neither the sensory quality nor 
the emotion seems to the dreamer particularly important, and 
neither is apt even to figure in a first telling of the dream. 

2. Dreams of distorted reality. In these the dreamer moves in a 
real and plausible if unfamiliar context, and one in which the most 
unlikely events occur. The Land of Cockaigne is, of course, of this 
type, as is the Wonderland in which Lewis Carroll’s Alice sees a 
white rabbit hurry oflF to a party forgetting his kid gloves, and a 
squalling baby turns into a pig in the dreamer’s arms. These dreams 
are apt to have a very strong sensory quality. Think of the bodily 
sensations in Alice’s long and lengthening neck when she had eaten 
from one side of the mushroom; or the “proprioceptive” necessity 
of putting one foot up the chimney and one arm out of the window 
as she grew too big for the room in the rabbit’s little house. The 
red and white rose bushes would lose all point if they wei'e not in 
color, and one cannot think of the fantastic croquet game without 
having brought vividly to mind the tactile and muscular sensations 
involved in playing with a flamingo for a mallet and a hedgehog for 
a ball. 
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3. Dreams of reality with emotional climax in a strongly sensory 
or distorted image. Like those in the first group, these dreams seem 
merely a continuation of waking reality, but the sensory quality and 
occasional distortion of the usual appearance of an image assume 
great emotional significance. The emotion is frequently expressed 
through the isolated use of a single color in an otherwise colorless 
context, or through a sudden distortion of events or forms in an 
otherwise real setting. An example of this tx-pe will be recoimted 
presently. 

4. Nonr-objective dreams, where the whole significance is con¬ 
centrated in a single emotional state or in a single sensory image. If 
the emotion is one of fear or anger it is generally felt in a strongly 
proprioceptive image, such as that of being pursued without seeing 
the pursuer, and without being able to move. If the emotion is 
agreeable, it tends to attach itself as an affect to an exteroceptive 
image, but one without objective significance. The dreamer, then, 
instead of participating, contemplates an image of prue sensation. 
In each case the dream tends to be non-objective in that no recog¬ 
nizable object is represented. 

5. Nightmares. It is very generally true that dreams highly 
charged with emotion tend to be cast in abstract and distorted 
rather than in realistic imagery. The dreamer-artist pulls out aU the 
stops; he uses strong color, strong contrasts of light and dark, as 
well as vivid bodily images. Here one finds much that in art would 
be called distortion, but which, as has already been suggested, is 
often a projection into a visual image of a proprioceptive feeling, 
for example, the screaming horse in Picasso’s Guernica (Fig. 3-7). 

The dreams of the first group are often rather pedestrian recon¬ 
structions of real life; they divide themselves into two major tx’pes. 
In one, the dreamer has the role of spectator wbile the events and 
scenes of the dream are spread out before him. In the other, the 
dreamer is a participant, often playing the lead. One student re¬ 
ported that he frequently seems to be in a moxne theatre with the 
dream action taking place on a giant screen. In these non-participa- 
tory dreams there is rarely much emotion involved. Emotion, 
closely related as it is to the bodily receptors, seems to demand that 
we take part in the drama ourselves, and the more usual txq)e of 
reahstic ^eam is that in which the dreamer plays the leading role, 
as in James Thurber’s The Secret Life of Walter Mitty. 

Closely related to the dreams of continuing realit}’ are those in 
which the improbable but desirable comes true. The dream of 
Jacob’s Ladder is a classic example of this type. He saw a “ladder 
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set up on earth, and the top of it readied to luuivcii, and ludiokl 
the angels of God ascending and dcisconding on it,” llia'c lli(' iniagcf 
is essentially exteroceptive, It apparently does not occur to Jacol) 
that he might use the ladder himself. The dnainier l■<^lnains an 
observer, not a participant. While he .sees r(!cogn(zuI)l(! .shaptw, a 
ladder and angels moving up and down on it, tlan'e. is no «;olor, and 
the shapes have a verbal rather than a sensory significance. Jacob’s 
pleasure in the dream apparently comes from its meaning, not from 
its aesthetic quality. 

The presence or absence of sensory rpiality in dream imaginy 
probably depends largely on the temperament of tlui drc.amcr, 
though most people employ sensory imagery occasionally. Of llui 
dreams reported, those that had particularly memorable! allectlivti 
quality, or emotional tone of some sort, generally contaimid sonu! 
sensory images either throughout the dream or as its (!limax. 

A dream of mild, though very exasperating, frustration conc(!n- 
trated the emotion in a proprioceptive feeling instciad of in an (ix- 
teroceptive image. The dream was realistic, not non-objec:tive; tbcj 
dreamer was forced to play tennis with eggs for tciunis balls! 

Tactile quality was combined with a strong proprioc(!ptiv(! 
image of physical effort in a nightmare reported by a stiuhnul who 
had spent a summer working in a limestone (jnarry. Two gixiut 
blocks of stone were coming toward him on a moving platform and. 
he knew that he must move one of them to one side or b(! crn.sbed 
between them. 

One more instance of sensory quality used as emotional clinuix in 
an otherwise realistic dream may be of interest. The droatnm- was, 
as a child, climbing trees in an orchard with her friemds wlu!n slu; 
saw another child in a distant tree apparently about to drop to tlus 
ground. The dreamer knew that there was some dangesr on the 
ground beneath her friend, and rushed over to warn her to climb 
back into the tree. Arrived at the spot, she fotmd that her friend 
was hanging not by her arms, but by her neck, and around her neck 
was knotted a bright red scarf. The red was the only visil)lo color 
in the whole dream, in fact it was the only detail that the dreamer 
could remember having seen: the rest, she insisted, she simply knew. 
For her the whole point of the dream lay in the red scarf. 

In what have been termed non-objective dreams, the sensory 
quality of the imagery is again closely bound up with the expressive 
theme of the dream. It is, in fact, the whole dream. There is one 
which, like the dream of falling, is, in one form or another, rather 
common. The dreamer sees colored shapes dancing in slow or rapid 
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kaleidoscopic patterns before bis eyes. The colors, shapes, and se¬ 
quences seem to the dreamer very beautiful, and watching them he 
is filled with a sense of complete well-being. 

Analysis of the sensory qualities and aesthetic stmcture of night¬ 
mares would make a study in itself, but one example, told by a G. 1. 
returned from war in the Pacific, will serve to illustrate the some¬ 
times abstract character of imagery which carries a maximum of 
dread. This was a recurrent nightmare. The soldier dreamed that 
he was alone in a vast space with nothing to fix his eyes on, fran¬ 
tically trying to probe the emptiness for something firm and definite. 
Gradually, a very distant horizon appeared, and then a tiny red 
speck on this outer edge of space. At first, he was grateful for the 
horizon as it seemed somehow to place him, and glad of the speck to 
fix his eyes on. But the red area slowly became larger and larger, 
and at last he reaUzed that it was a fiery red ball roUing toward him. 
As it steadily grew, and as its direction seemed inexorably centered 
on him, the dreamer’s uneasiness gave way to terror, and when the 
ball finally rolled over him, engulfing him in its fiery furnace, he 
waked screaming. The dream invariably prefaced an attack of 
malaria. 

In this dream, three “acts” are expressed in images of combined 
proprioceptive and exteroceptive quahty. In act one the artist- 
dreamer is conscious only of himself, a bodily image, in an unin¬ 
habited, unfurnished emptiness, a space so vast that there is literally 
no place to hide. One need not be subject to agoraphobia to react 
sympathetically to this image of desolate lonehness. In act two a 
stabilizing horizon appears. The dreamer has for the first time a 
companion in the emptiness; the red speck on the horizon is some 
comfort, and has the color of warmth and security. But the comfort 
is of short duration. Act three is a crescendo of terror as the red ball 
changes from a friend to a deadly enemy, its color no longer warm 
but scorching, a symbol of blood and of death.® 

What are the images with which the dreamer builds up his ter¬ 
rifying drama? The central one is invisible, only to be felt—the basic 
bodily image of a self lost in space. There are two exteroceptive 
images: the horizon which in some degree defines the space though 
without limiting it or making it much more habitable, and the red 
ball. The meaning of the only color in the dream, the redness of 
the ball, changes as the dream progresses. In its first association 

® Dr. Hadfleld, who has very kindly read this chapter of the manuscript, comments 
that the red color may be the result of the concentration of blood in the retina due 
to the dreamer’s high temperature. 
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with the sun on the horizon, the redness carries the benign overtones 
of warmth. But this is illusory: its real meaning in tlic! dream is of 
a fiery furnace, and in the end, the redness both represents and sym¬ 
bolizes death. In this dream as in the dream of the child hanging 
by the red scarf the color is both descriptive of actual appcairancci 
and emotionally expressive. 

Space also shifts its meaning in the malarial nightmare. At first 
it is a nothingness, an abstract symbol of a danger so intangibh! and 
invisible that one cannot possibly cope with it. Later, it becomes 
actualized as the path along which the rolling ball moves. Then 
space vanishes, and there are only two images left: the fiery ball and 
the “self” of the dreamer. Finally, the exteroceptive and the bodily 
images merge in disaster. 

One final comment on the malarial nightmai'e before wo leave it: 
it is impossible to translate it into verbal, dramatic events. It must 
be seen and felt to be understood; that is, one must participate cm- 
pathetically, or the force is lost. Nightmares tend to be cixprcssed 
in the imagery of the self, for no matter how one may shudd(‘,r at 
horrors inflicted on others they cannot be so horrible as those we 
suffer ourselves. 

Imagination 

Since for some, waking dreams or fantasies may be more readily 
accessible to what we may rather pretentiously call “aesthetic anal¬ 
ysis than are the dreams of sleep, they are recommended to the 
reader’s attention. One example may be pertinent. An elderly lady, 
a retired schoolteacher, as a young woman had taken one of the 
early doctoral degrees given to women in Physics. She was an cm- 
thusiastic but intensely skeptical attender of museum lectures on 
modern art. Her skepticism was based on an early ingrained con¬ 
viction that ‘ art must be real,” that its function is to hold up a mir¬ 
ror to nature. It should further, though she was loath to admit this, 
conform to certain standards of beauty that had prevailed in her 
youth on an Iowa farm. 

A lecture on the sources of modern art, in which the subjects of 
fantasy and of the fantastic and distorted elements in twentieth-cen¬ 
tury painting and sculpture were touched upon, led Mrs. C. to raise 
the question of the relevance of daydream imagery. While she 
rarely remembered her dreams, she had for years amused herself be¬ 
fore going to sleep in “imagining” faces and people of every kind 
and variety. The practice had begun quite accidentally one night 
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when she was young. She found herself recalling with extraordinary 
vividness the face and figure of an old man who had very much 
impressed her as she saw him on a trolley car. To her delight she 
found that she could in imagination watch him reading his paper, 
talking with his neighbor, and finally getting off the car and waD^g 
away. In other words, it was not simply a memory image of the 
man as she had seen him, but a re-creation of the old man as an 
active, moving figure. (This was, incidentally, before the days of 
moving pictures.) Mrs. C. found this rather fim, and another night 
as she tried to go to sleep she looked about among her memories of 
the day for more fascinating figures. It had not been a dull day, but 
she could remember nothing but events. No strong perception of 
any sort could be recalled. The next time she tried, she could not 
recall anyone, but an entirely new and very vivid figure did appear. 
“I presently found that with my eyes half closed but looking into 
the darkness of my bedroom, I could summon up aH sorts and kinds 
of faces, real and fantastic, cruel or entertaining. I began to be able 
to determine at the start what I wanted to see, an embodiment of 
this or that human quality, an angiy' personality, a terribly fright¬ 
ened one. Sometimes ‘my people’ were so scary that I had to light 
a light before I could go to sleep.” 

When Mrs. C. was urged at this time to attend one of the art 
classes for adults available in the citv where she lived, she scoffed 
at the idea as quite beyond her abilities. She ‘‘couldn’t draw a 
straight line/’ and so she contented herself with the pursuit of mod¬ 
em art which had piqued her curiosiU^ by meaning so much to 
others and nothing whatever to her. In her “people” she had a clue 
to foUow. She started looking for others like them among the works 
that filled the museum galleries. Mrs. C. was no colorist. Her images 
all came to life in the dark and semi-darkness, and she saw them 
as though modeled in varying values, in degrees of light-dark. So 
it was in sculpture and in drawings and prints that she quickly 
found herself among the brothers and sisters of her own “people.” 

Not unrelated to Mrs. C.’s image-making is a method of develop¬ 
ing the powers of imagination that Leonardo da Vinci recommended 
to the student of painting. 

I cannot forbear to mention among these precepts a new de\dce for 
study which, although it may seem trMal and almost ludicrous, is never¬ 
theless extremely useful in arousing the mind to various inventions. And 
this is, when you look at a wall spotted with stains, or with a mixture of 
stones, if you have to devise some scene, you may discover a resemblance 
to various landscapes, beautified with mountains, rivers, rocks, trees. 
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plains, wide valleys and hills in varied arrangement; or, again, yon may 
see battles and figures in action; or strange faces and costumes and an 
endless variety of objects, which you could reduce to complete and well- 
drawn forms. And these appear on such walls confusedly, like the sound 
of bells in whose jangle you may find any name or word you choose to 
imagine.^ 

Leonardo's advice is as useful to us who would enjoy art as to 
those who aspire to make it. Like the practice of an aesthetic aware¬ 
ness of one's dreams, the habit of looking in the accidental effects of 
nature, such as cloud formations, or of our artifact environment, for 
forms and images is a sharpener of vision. The images may be non¬ 
objective or, like Leonardo's, representational, but whether or not 
we ever "reduce [them] to complete and well-drawn forms," they 
enrich the imagination and make us more sensitive to the forms of art. 

Suggestions for Further Reading 

Cabroll, Lewis. Alice's Adventures in Wonderland. New York: Pocket Books, 
Inc., 835. 

One of the classics of dream imagery, exceedingly useful in a study of 
bodily and visual images. 

Freud, S. On Creativity and the Unconscious. Selections with introduction 
and annotations by B. Nelson. New York: Harper & Row, Publishers, 1958. 
(Harper Torchhoolc TB 45.) 

Hadfield, J. a. Dreams and Nightmares. London: Penguin Books, Ltd., 
1952. (Also available as a Pelican Book, A 294.) 

Very valuable in a study of one's own creative images. 

Langfeld, H. S. The Aesthetic Attitude. New York: Harcourt, Brace h 
World, Inc., 1920. 

Useful in connection with the concept of empathy which is basic to this 
textbook. 

Jung, C. J. Psyche and Symbol: A Selection from the Writings of C. J. Jung. 
V. S. de Laszlo, Ed. Garden City, N. Y.: Doubleday and Co., 1958. (A 
Doubleday Anchor Original.) 


* Quoted by Elizabeth G. Holt in A Documentary History of Art, Vol. 1 (Garden 
City, N. Y.: Doubleday and Co.), p. 283. (A Doubleday Anchor book.) 
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4. The Artist’s Images 


The painter who draws by practice and judgment of the eye mthout 
use of reason is like a mirror which reproduces all objects wMch are set 
opposite to it, very similar but without knowledge of the same: he is like 
a parrot which talks words without imderstanding. 

—Leonardo da Vinci 

I believe that the artist cannot find all his forms in nature, but that 
the most remarkable are revealed to him in his soul .... 

—Heinrich Heine, quoted by Baudelaire 

He who does not imagine in stronger and better lineaments than his 
perishing and mortal eye can see, does not imagine at all. 

—William Blake 

Paint what is true and I applaud. But paint what is aHve and indi¬ 
vidual in you and I applaud even more. 

—Emile Zola 

In the statements quoted above, the central fact is em¬ 
phasized that art does not merely mirror natmre. The creative arti¬ 
fact-image, to use its most precise and prosaic designation, is not the 
result of a simple transfer, by way of the eye and hand of the artist, 
of a direct image from nature to the canvas or other vehicle of a 
work of art, but is the result of one of the most subtly complex and 
least understood of natural processes. It involves perception and 
memory, symbohzation and feeling, all of which go into the prelim¬ 
inary stage of imagining before technical skill and coordination of 
eye and hand come into action. 

In this chapter we shall note diSerent approaches to the prob¬ 
lem: one artist will treat the material of his sensory experience quite 
objectively while another wiU seem to have his images ''revealed to 
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him in his soul” One artist will generalize on oxj)ori(!i)C(!, abslnieliug 
or drawing out from it images which may hoar litllci relation to the 
object in natiure from which they derive; another will juxifer to ('(thi- 
brate the uniqueness of experience and will repnisent it failhfitlly. 
One will delight in things of the eye, another in tcixlure or in sub¬ 
stance, both exteroceptive experiences; while still anothcir will ignore 
outward appearances in order to convey bodily biding, proprioctip- 
tive experience. And finally, in some great traditions of art, tli(! idea 
that the artist might hold up a mirror to nature is entirely foiaiign; 
for 3,000 years in Egypt creative images were not so much nivciahid 
in the soul of the artist as constructed in his mind. 


Objective and Subjective Imagery 

By way of relating this further study of tangible, visible itnagfis 
to that of the ephemeral imagery of dream and fantasy, we shall 
examine two paintings of the same subject, Christ mockcal by sol¬ 
diers, the one by Manet (Fig. 4-1), the other by Roiianlt (Fig. 4-2). 
If they were dreams instead of paintings, where would yon [daec! 
them among the five types we have identified in (3hapt(n- 3? In 
which does the painter best express for you the feelinff of being ridi¬ 
culed, spat upon, held up to cruel mockery? In wln'ch painting do 
you feel more the tangible, visible reality of Jesus and of tin; sol¬ 
diers?^ The most important question, since it probaldy embodies the 
artists intentions, is which painting illustrates more; vividly for you 
th^words found in the Gospel of St. Matthew, Chapt(!r 27, v<;rs(^s 

Then the soldiers of the governor took Jesirs into the; common Iiull 
and they gathered unto Him the whole band of soldicsrs. And flaw 
stripped Him and put on Him a scarlet robe. And when they had plattcxl 
a crown of thorns they put it upon His head, and a reed in His right 
hand: and they bowed the knee before Him and mocked Him, saying, 
Hail, King of the Jews.” And they spit upon Him, and took the reed 
and smote Him on the head. And after that they had mocked Him, they 
took the robe off from Him, and put His own raiment on Him and led 
Him away to crucify Him. 

If these were dreams instead of paintings, Manet’s “dream” 
wou seein to belong essentially with those of a continuing reality; 
a realistic dream in which the tangible and visible actuality of the 
%ires IS strongly emphasized. The painter has re-created for ns 
the solid flesh of the two soldiers, making their arms and chests far 
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more important than tlieir faces. In contrast to the burly strength 
of tliese, the naked body of Jesus is softer, the texture and color of 
the skin gentler; His whole figure is that of a man accustomed to 
rely on spiritual rather tlian on physical force. The man at the left 
kneels witli the ease and grace of an athlete, but he might be offer¬ 
ing Jesus a cup of water instead of the mocking sceptre. The colors 
in the painting—azures, russet browns, crimsons, golds—and the tex¬ 
tures of skin, hair, cotton, wool, metal, are presented in great sens¬ 
uous richness. But take each figure out of the knowm context of the 
subject and what is left? Covering the rest of the picture, look at 
each figure separately. The soldier at the right might be the won¬ 
derfully reahzed figure of a partially nude model holding the comer 
of a piece of drapery in one hand, while he looks rather dully at the 
spectator. The old man in the helmet and baldric is more interesting 
and interested, but again we learn nothing of him other than that he 
is an old man who keeps the hard muscular condition of his prime. 
The figure of Christ is alone impossible to remove from its context 
of meaning. It remains an image of patient suffering and of non- 
resistance, but, alas, one is not particularly moved by His paia. The 
painting is beautiful in its form and in its sensuous detail of color, 
texture, and substance, but it is not an image of deep feeling. The 
artist remains an observer, not an empathetic participant in the 
drama. 

How utterly different is the Rouault; a nightmare, not simply a 
recollection of painful reahty. As in a nightmare the painter has put 
himself so completely into the body and mind of Jesus, feeling His 
sufferings so intensely himself, tliat he has been able to project in 
proprioceptive imagery the bodily passmU- that makes spiritu^ 
strength. He does not describe the men as soldiers; under Rouaults 
brush, they become monsters embodying the ver\' essence of human 

cruelty. , , 

Rouaxdt s images differ in almost everv' respect from Manet s and 

it win be useful to seek the reason in what we can guess of the 
painters’ respective intentions. Manet tells his stor\" in terms of fig¬ 
ures taken out of the known objective world, out of his owm sRidio. 
He clothes his models with a richness of color, texture, and soHditx- 
that makes them extraordinarily credible. The sensuous images, vis¬ 
ual and tactile, are more significant than the meanings they c«nyeY, 
their symboHc content. Rouaidt, on the other hand, evokes the feeling 
of bemg stripped of one’s clothes, spat upon, and mocked and by 
involving us as participants in the sufferings of Christ, he brings to 
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Manet. Jesm Mocked by the 
Soldiers. 


(1832-1883; Frerich.) 

Oil on canvas, 74" X 57". 

Courtesy of the Art Institute of Chicago. 
James Deeting Collection. 







Rouaiilt. Christ Mocked by Soldiers. 

(1871-1958; French.) 

Oil on canvas, 86M" X 28%". 

Collection, The Museum of Modem Art, 

New York. 

Fig. 4-2. 




life the passage in the Gospel of St. Matthew. Rouault’s painting i.s 
composed of subjective images of feeling, while Manot’.s is an organ¬ 
ization of objective images of visual and tactile sensations. 

It has been noted in the previous chapter that fc-'cling and cnu)- 
tion have their home in our proprioceptors and our con.sciousn(5ss of 
them is accompanied by physical sensations. Since our subjective 
images are generally fused with feeling, they are apt to be strongly 
proprioceptive in character. 

The artist who wishes to render in paint a subjective imago of 
feeling will rely on directly expressive means that can bo readily 
translated into proprioceptive sensation. They may be called ab¬ 
stract-technical devices. While supplying suflScient indication of 
the forms to make his subject recognizable, Rouault’s broad strokes 
of black are directly expressive of mood. Throughout the painting 
the color is somber, but it is the downward pull of all the brush 
strokes, the technical gestures with which the painter creates his 
images, that carry the heavy freight of feeling. The black areas are 
not primarily descriptive of tlie space between Christ’s arm and His 
side, or of die groove between His breasts, or of the shadows be¬ 
neath His eyes—though our recognition oJf these physical details 
counts too; these dark passages exist primarily to convey the hciavy 
sorrow of the body. 

To reahze the dominant, downward movement of the painting, 
try to read the picture from the knees of Christ up along His thigh 
and arm to His head. It is like swimming upstream; you are moving 
against the movement of the painting. The horizontal strokes at the 
edge of the loin cloth, in the navel, and in the crease of the abdo¬ 
men; the broad band that marks the lower ribs—all these serve to 
accent the concavity of the whole figure. From the relatively for¬ 
ward plane at the forehead, back and down through the torso and 
forward again to the knees, the movement describes the shape of a 
great C, open and receptive, but tired and resigned. In sharp con¬ 
trast is the vertical to the left of Christ’s face. It can probably be 
interpreted as the sceptre which was offered Him, or it may be a 
club in the hand of the soldier. The tensely aggressive figures of 
tlie two tormentors emphasize by contrast the passive resignation of 
Jesus. ® 

No one but Rouault would have imagined the mocking of Christ 
in just this way. In this painting no test of objective reality is ap- 
phcable. The painting was as true for the painter as our nightmares 
are true for us, often painfully so, long after waking, and to feel its 
truth requires an exercise of our empathetic imagination. 
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A painting is not necessarily inaccessible to us because its maker 
has drawn his images from his inner consciousness, but it must be 
approached by way of our own subjective imager)' and frequently 
through the active participation of our bodily receptors. In this con¬ 
nection consider also Munch’s The Shriek (Fig. S-S), El Greco’s 
View of Toledo (Fig. 4-23), and Van Gogh’s Starry Night (Fig. 4-20). 


Images of Feeling 

In his search for forms with which to express an emotion such as 
sorrow or mourning, or an idea such as the concept of holiness, the 
artist has recourse to one of two very diflFerent methods. The one is 
symbolic and abstract; the other is descriptive. The sjanbolic 
method is to employ a mental image to stand for the emotion or 
idea represented. The halo, for instance, stands for holiness or div¬ 
inity (Figs. 1--4, 2-8), while the cross was a symbol of life in earlier 
religions long before the death of Jesus made it a symbol of ever¬ 
lasting life to the Christian. 

The artist who uses the descriptive method may choose to de¬ 
scribe either the object of sorrow, die experience which gave rise to 
the feeling, as in Jacques Louis David’s Death of Marat (Fig. 4r-3), 
or the appearance of a person experiencing grief, as in the figures of 
the Virgin and St. John at the foot of the cross in Griinewald’s Cruci¬ 
fixion (Fig. 4-4). David’s image is more exteroceptive, visual and 
tactile; Griinewald’s more proprioceptive. Da\ud is a sxmpathetic 
observer; Griinewald almost participates. 

Finally, the artist may describe the way it feels in one’s own body 
to be sorrowful, as in Picasso’s mother with a dead baby in Guer¬ 
nica ( Fig. 3—7), or to be in the clutch of terror as in Munch’s The 
Shriek (Fig. 3-5). As we have seen, this is apt to involve some de¬ 
gree of abstract symbolization and of distortion, because it is not 
easy to express in a figure seen from the outside the smlang of the 
heart or the contraction of the throat muscles that are no less real 
for being invisible. 

In his Death of Marat, David has not simply described what he 
saw; he has simplified both the figure and its setting, leaving out 
every detail of the room except those most significant and most mov¬ 
ing; emphasizing the downward pull of the verticals, stressing the 
fallen head, the limp arm. In effect, he isolates the physical feeling 
which describes both the inert heaviness of death and the dejection 
of hving sorrow. He has abstracted from the experience the bodily 
condition which belongs both to the mourner and to the mourned. 
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David. The Death of Marat. 


(1748-1825; French.) 

Oil on canvas, 65" X SOW'. 

Royal Museum of Fine Arts, Copyright 
A. C. L., Brussels. 





Grunewaud. Crucifixion. 

(c. 1470-1528; German.) 

Panel from the Isenheim Altarpiece. 

Over-all dimensions: 16^' X 26'- 
Oil on panel. 

UnterUnden Museum^ Colmar. 

Fig. 4-“4- 










































The great Italian painter Giotto, in the first decade of the four- 
teentli century, decorated the lower section of a chapel in Padua 
with allegorical figures of the Virtues and Vices. These he painted 
in gray stone color (gmaille) to look like statues and placed them 
in simulated niches. Beneath the figure of Justice (Fig. 4-5), Giotto 
represented the happy life led under a just ruler, while under the 
tyrant Injustice, people are robbed by highwaymen on the road. 
The allegorical figure s}Tiibolizes the Virtue; the scene describes it 
as it may be seen. The figures are strongly conceptual; the scenes 
perceptual. 

The allegorical personages in Giotto s Arena Chapel hold their 
appropriate, identi^ing attributes: Prudence, a mirror, standing for 
reflection; Fortitude, a sword for courage. But the painter was not 
content to depend on the attributes alone: as far as possible he 
makes the figures embody the wtue or vice they symbolize. Incon¬ 
stancy, the epitome of unbalance, sits on a rolling disc and flings her 
arms wide as she falls backward (Fig. 4-6). Hope is a winged figure 
looking and moving upward. Justice (Fig. 4-5), instead of the usual 
attribute of a pair of scales, holds in either hand a small tray on 
which are placed little figures symbohzing Right and Wrong. Right 
is represented by a tiny, winged figure; Wrong, by a bearded man 
with arm lifted to strike a blow. With her body in perfect balance, 
her gaze abstracted, Justice weighs the Right and the Wrong before 
issuing a verdict. 

Giotto has combined the traditional figure of Justice with the 
image of the weighing of the souls at the Last Judgment, a scene 
common in medieval art (Fig. 4-7). At Bourges a man’s good and 
evil deeds are weighed against each other. If the good should tip 
the scales he will go to join the blessed in Heaven. Centuries earlier 
in scenes of the Eg}^tian Last Judgment, Osiris presided as judge 
instead of Ciirist (Fig. 4-8); the heart of the dead person was 
weighed in a scale against a feather, the Egyptian symbol of Truth, 
and the heart which was found weighed down” by its sins was 
thrown to a waiting monster, into the “jaws of Hell.” If, on the 
other hand, the heart proved to be as “light as a feather,” its owner 
was judged worthy of eternal life. 

Giotto was not, of course, following an Egyptian prototype when 
he substituted for the rather commercial idea that Good, beiug more 
valuable, must weigh more tlian Evil the basic human and proprio¬ 
ceptive experience that one is "weighed down" by sin. He was con¬ 
sulting his own experience of the bodily sensations that accompany 
feelings of guilt. V^hile the two little figures held in either hand by 
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Giotto. Inconstancy. 

(c. 1266-1337; Italian.) 

Fresco, Arena Chapel, Padua. 

Fhoto: Alimri-Aft Reference Burem. 

Fig. 4-6. 










Last Judgment. 

Typanum of central portal of west facade. 
Thirteenth-century cathedral, Bourges, 
France. 

Photo: Archives Photographiques, Paris. 
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Judgment of Osiris. 

Papwos of AM. 

Late dynastic. 

Cmrtesg of the Trmtees, The British 
Mumum, London. 

Fig. 4-8. 


Justice are at the moment level with each other, there can be no 
doubt as to the eventual outcome. Arms, ^vings, and drapery of the 
winged figure all surest an upw-ard movement which will shortly 
lift the weight from Justice s right hand. Quite as clearly, the down- 
vrard movements of the figure in her left hand, the inclination of 
the head, the bent right arm, the strong diagonal of the right side of 
the little figure, all convey the impending sinking of thic side of the 
imisible scale. 

Not only in the tiny sj-mbolic figures but also in the statuesque 
person of Justice herself is the idea embodied. It is implicit in her 
frontal position, the backbone vertical to the earth and to the throne 
on which she sits, the shoulders parallel to the ground. If one were 
to draw horizontal lines through the ears, the shoulders, the hips. 
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and the knees, they would all be parallel with the earths surface, 
all at right angles to the median line of the figure. The allegorical 
fligure of Justice becomes herself a scale in perfect balance; the 
weighing, an intellectual and moral, not a mechanical process. 


Conceptual and Perceptual Images 

We have seen that Giotto presents the idea of Justice in both a 
conceptual, relatively abstract image, and in a perceptual, descrip¬ 
tive image. There are two opposed types of creative personahty that 
can be distinguished by the emphasis they put on conceptual and 
on perceptual imagery. The two diflFerent approaches may be termed 
respectively analytical and descriptive. One creative type accepts 
and enjoys life as he finds it; experience is for him an end in itself. 
If he reflects on it, ^Tecollects beauty in tranquihty, it is not in 
order to probe beneath the surface but rather to enjoy it for its own 
sake. If he is a rehgious person he is apt to take delight in the 
beauty of the world as God-given, and even to look upon his en¬ 
joyment of it as a form of worship. The other t 5 /pe is analytical in 
approach, reflecting on experience not so much for purposes of en¬ 
joyment as for understanding. As an artist, the former type is moved 
to celebrate sensory experience in descriptive, often quite realistic 
images; the latter, creative type tends to analyze experience and to 
reduce it to conceptualized, relatively abstract images. 

In the four still life groups illustrated (Figs. ^9 through 4-12), 
one finds varying degrees of emphasis on the conceptual and per¬ 
ceptual character of the painters' images. The first is a detail of a 
state portrait by Holbein of two French ambassadors to the court of 
Henry VIII. One was a man much interested in navigation and in 
the geographical explorations which were ''news” in the 1530 s, while 
the other, a cleric, was a musician and a patron of music. On the 
table between them the globe, the lute, the recorders, and the open 
book of music identify these Frenchmen as cultivated gentlemen 
whose tastes might well recommend them to the hospitality of the 
king of England, Hans Holbein gives to each object a clear readabil¬ 
ity of conceptual meaning. The objects are immistakable. They are 
lighted from the upper left, making them appear very sohd and sub¬ 
stantial, while the clean-cut contours of the instrument make one 
want both to feel along the ridges of the lute and the crisp edges 
of its neck, and to hold its body between the hands sensing the en¬ 
closed volume. In this painting the images are vividly sensory in 
character, but with strong symbolic content. What they are matters 
very much. 
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Holbein. StMLife, 

(c. 1497-1543; GermaB.) 

EMail from Tim Ambassadms, 

Over-aB dimeiisioBS: 6^ 9^2" X 6" 9^'. 

Oil on panel. 

Reproduced % cmrtmy of the Trmtees^ 
Tim Netiomal GalJerf, Lm^on. 

Fig. 4 - 9 . 



Velasquez. The House of Ma^ha. 

(1599-1660; Spanish.) 

Oil on canvas, 23W' X 40Vi". 

Reproduced by courtesy of the Trustees, 
The National Gallery, London. 

Fig. 4 - 10 . 


In the Velasquez still life (Fig. ^10), the insistence on symbolic 
content is much less strong, and the sensory quality', stronger. The 
still life is incidental to the story' of Christ in the House of Mary and 
Martha. The fish and eggs and the terracotta jug are only a part of 
the setting, but Velasquez could not refrain from celebrating the 
special quafities of slippery shapes, of clear white ovals, and of the 
round dishes and jug. We respond to these shapes and to their tex¬ 
tures and recognize their exact appropriateness wthout stopping to 
think of their identities. 

The paintings by Chardin and Cezanne were intended to stand 
alone, and here the descriptive and the analytical creative ty'^s of 
artist are clearly differentiated. Chardin, like Velasquez, celebrates 
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Chabdix. SMZ Life with Qohlet 
and Fruit. 

(im-1779; French.) 

Oil on canvas, 12^" x 16!^". 

Courtesy, Museum of Fine Arts, Boston. 

Fig. 4-11. 


the sheer senson- qualit}’ of the things he represents: the soft gleam 
or polished silver, the fitful bloom on the sldn of the plums, the matte 
surface of the pears contrasting vrith the glassy transparency of the 
^pes, while all the fruits rest firmly on the stone shelf. The light 
feat make the colors and textures visible, itself becomes a factor in 
the totmtv of the painting; the unity has a kind of inevitable right¬ 
ness which makes any other arrangement seem unthinkable. Char- 
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Goya. The Third of May, ISOS 

' 1746-lSf!S; Spanisii. 

Oil on canvas. X 11'4", 

The Pradi\ Madrid. 

PL IVa. 






Klee. Around the Fish, 

(1879-1940; Swiss.) 

Oil on canvas, 18%" X 251s". 

Collection, The Museum of Modem Art, 
New York. 

Mrs. John D. Rockefeller, Jr. 

PL IVb. 










rlin takes these things at their face value and loves them for what 
they oflEer of simple sensory richness of color and textme and shape. 

Cezanne, on the other hand, keeps us at a shght distance from 
the fruit he paints; we are not allowed to love them as familiars of 
our own world. He finds in the apples as they spill out onto the 
table symbols of a geometric order that lies beneath the surface 
appearance of things. Chardin describes, but with a poet-painter s 
eye for the exact tone and shape and texture that will conjure up 
purple plums, yellow pears, and green-white grapes. Cezanne ana- 



Cezaknte. StM Life with Basket 
of Apples. 

(1839-1906; French.) 

Oil on canvas, 25%" X 32". 

Courtesy of the Art Institute of Chicago. 
Helen Birch Bartlett Memorial Collection. 

Fig. 4-12. 
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Renoir, Three Bathers. 

(lMl-1919; French.) 

Oil on canvas, 21^" X 25%'^. 

The Cleveland Museum of Art. 
Furchase from, the J. H. Wade Fund. 

Fig- 4"13- 


lyzes the forms of the fmit, relating them to more general perma¬ 
nencies. Chardin s images are highly perceptual; Cezanne’s are 
conceptual but not as Holbein’s are. Where Holbein is content to 
identify perceptual experience, classifying its images as a globe and 
a lute, Cezanne relates the perception to an abstract order. 
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The same distinction is well-represented in the comparison of 

Renoir’s Three Bathers (Fig. 4-13) and Cezanne’s Great Bathers 
(Fig. 4-14). Renoir’s delight is in sensory quality, in the way 
“flesh takes the light,” as he once said, in the textures and rich 
curves of the forms. Cezanne, by slightly distorting the figures, 
forces us to see them not as nudes but almost as architectural mem¬ 
bers of a great structure that he builds, a kind of temple in which 
organic life becomes disciplined in the service of abstract order. 
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Cezanne. Great Bathers. 

(1839-1900; French.) 

Oil on canvas, 82" X 99". 
Philadelphia Museum of Art. 
W. P. WUstach Collection. 









It has been pointed out that perception is accompanied by the 
assigning of meaning based on previous experience to the direct sen¬ 
sation. This process of symbolization plays a more important role 
in the image-maldng of some periods of art than of others, and of 
one artist than of another. An artist’s sketches and studies may be 
much more records of sensation than of the meaning attached to the 
sensation. (See Chapter 10.) Historically there was a very slow 
movement toward the exploitation of sensor\' quahty for its own 
sake from about 1550 to 1860, when it finally became dignified as 
part of the doctrine of “art for art’s sake.” The Impressionists, whose 
name derived from a painting by Claude Monet of a harbor scene 
'which he called Sun Rising: an Impression, were preoccupied with 
the visual beauty of the world and of the images to be made of it, 
and in many of their paintings the meaning attached to the sensory 
pattern was of little importance. The Abstract Impressionists of the 
third quarter of our century are also preoccupied with sensory expe¬ 
rience, but it is quite as proprioceptive as visual. So-called action 
paintings like Pollock’s Autumn Khi/thm (Fig. 4-15) are visible rec¬ 
ords of the artists gestures and movements, predominantly sensory 
in quality with httle or no explicit meaning. 





PouLOCK. Autumn Rhythm 

(1912—1956; American.) 

Oil on canvas, 105" X 207". 

The Metropolitan Museum of Art, 
New York. 

George A. Hearn Fund, 1957. 

Fig. 4-15- 






There used to be a rather general assumption that where an artist 
sets out to represent” reality, or some part of it, the resulting work 
should be as nearly as possible an exact copy of nature and that the 
degree of exactness will depend on the artist’s skill. This is far from 
the case. Even where the purpose is to celebrate the ver}^ speciEc 
character and sensory quaHty of reality, as in Chardin’s Still Life, 
the artist does not “hold up a mirror to nature.” In the process of 
copying, the total experience of perception with its attendant mean¬ 
ings and attached feeling would be dismembered. The life would 
go out of the image leaving a dead imitation instead of a living 
re-creation. 

It will be useful to compare four paintings of cathedrals; Con¬ 
stable’s Salisbury (Fig. 4^16), Corot’s Chartres (Fig. -4^17), Monet’s 
Rouen (Fig. 4U18), and Matisse’s Notre Dame (Fig. 4-19). They 
all represent recognizable cathedrals, but with what a personal vision 
did each man see his building! In the first tw'O one cannot escape 
the sense of importance that the artist attaches to things as things, 
identifiable as towers, portals, traceried windows; and the stone 
masonry of which they are constructed, solid and permanent as 
befits a six-hundred-year-old structure. The symbolic meaning of 
each part of the image is important. 

Not so with Monet and Matisse. These painters cared less for 
the informing character of their images and perhaps more for their 
sensory quality. Monet seems primarily to celebrate the s himm er of 
hot sunlight on yeUow and gray stone and the s h if t ing patterns of 
lavender and blue and green that fall in the shadows w^here we sup¬ 
pose the western portal to be, although it is not defined as such. 
Matisse withdraws even further from Ae cathedral as a stone struc¬ 
ture, solid and tangible. He seems to use its w'ell-knowm and well- 
beloved form rising above the Seine simply as an occasion to cele¬ 
brate the act of the celebration itself, the act of painting. One feels 
his joy in the resistance of pigment and canvas to his brush and in 
the textural as well as in the vdsible qualitv- of the paint. And yet 
out of this very personal “celebration” there emerges a great form, 
a massive shape with a timeless, brooding personality not unlike 
that of the pyramids of Egypt. Monet’s Rouen and Matisse’s Notre 
Dame are both a long way from what the vdsitor to these great 
buildings remembers, while Constable s Salisbury and Corot s Char¬ 
tres are closer both to photographs and to the 'beauty which we 
“recollect in tranquility.” It is clearly a matter of varying intention 
on the part of the painter: each is commrmicating to us something 
which has meaning for him, but he selects from the richness of ex¬ 
perience and celebrates what matters most to him personally. 
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Constable. Salisbury Cathedral. 

(177&-1837; English.) 

Oil on canvas, 34%" X 43%". 

Copyright The Frick CoUectkmy 
New York. 

Fig. 4-16. 


A furtlier comparison might be made between the seventeenth- 
century Vi^to of Delft (PL Ila) by Jan Vermeer, and Monet’s Vteto 
of Amsterdam of two hundred years later (PL Ilb). In Vermeer’s 
painting the rose-red roof tiles of the houses to the left of the pic¬ 
ture, the pale pinlc of the distant buildings in the center, and the 
blue roofs and turrets to the right count both as tiles, bricks, and 
slates, and as sheer color. Moreover, the modulation of the color 
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Corot. Chartres. 

(1796-1875; French.) 

Oil on canvas, 24)4"’ X 19W'. 
The Louvre, Paris. 

Fig- 4-17- 



from light to dark indicates the slopes of the roofs, the roimded 
forms of the turrets and towers, the contrasts between shadowed 
and strongly sunlit surfaces, so that we know what we are looking 
at in solid substance and in space as well as in surface patterns. 

In Monet’s View of Amsterdam, one cannot be sure whether the 
houses flanking the canal are of brick or of stone; nor are we told 
much of their forms other than that their high, shouldered facades 
are crowned by characteristically Dutch gables. But we are not 
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Monet. Rouen Cathedral, West 
Facade, Sunlight. 

(1840-1926; French.) 

Oil on canvas, 3QW' X 26". 

National GaUery of Art, Washington. 
Chester Dale Collection. 

Fig. 4 - 18 . 


Matisse. A Glimpse of Notre 
Dame in Late Afternoon. 

(1869-1954; French.) 

Oil on canvas, 28W' X 21^4". 
Albright-Knox Art Gallery, Buffalo, 

Neu) York. 

Fig. 4-19. 
















concerned: what catches and deHghts the eye is the shimmer of 
sunlight and the beautiful, dappled surface of the canal and of the 
buildings. Gerard Manley Hopkins echoes Monet’s theme in his 
poem “Pied Beauty”: “Glorj' be to God for dappled things. 

Compare the canals in the two paintings. The water at Delft is 
much closer to our memory image; it is “watery,” with unsteady re¬ 
flections of houses, trees, ships. The canal at Amsterdam is flecked 
with countless touches of light, and reveals the texture not of water 
but of paint. Monet has given us what is probably a very accurate 
picture of the way the water of the can^ looked on a particular 
afternoon, ruffled "by a breeze, brOhant with colors borrowed from 
the green and rose and gold of the surrounding city as well as from 
the blue of the Dutch sky. It is a most particular view, personal to 
the artist and peculiar to his mood. Vermeer’s painting is also very 
personal in feehng, but it has that general quality which makes one 
sav “that is the way I have seen it too.” 

Both painters were fascinated by visible reality, but Vermeer 
was more interested than lionet in the idea associated with his 
\isual impressions—with what they added up to when given their 
usual meaning; Monet was more concerned with the sensuous qual¬ 
ities of light, shadow, and color, with the look of the city as a whole, 
than with its individual parts. 


Descriptive Images of Reality 

For most people the real world consists of the things that can 
be touched and handled as well as seen or only thought about. A 
book on a table is “sohd” because it resists muscular action when we 
press on it or grasp it in oiu hands. The idea of “solidity” is, in fact, 
not derived from vision at all, though certain visual characteristics 
tend to be associated with it. Something can ‘look” solid, but if 
there is anv doubt, we have to make contact with it to be sure. 

The most important of the visual characteristics of solidity are 
apparent continuity of surface, apparent volume, and an apparently 
imchanging shape. “Apparent” is used advisedly, because appear¬ 
ances can be deceptive. A cumulus cloud, for instance, or a bank of 
mist in a valley, tends to look solid while its shape remains visually 
unaltered. The sense of its solidity is di mi nished if it changes vis¬ 
ibly in contour or surface, and disappears entirely as the cloud or 
mist envelops one in an airplane or on the ground. The lack of any 
resistance of the cloud on contact entirely dispels our sense of its 
sohdity. 
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Ideas o£ solidity and weight tend to be associated with one an¬ 
other, because both are derived from our sensations of muscular ten¬ 
sion in pushing against or handling physical objects, or lifting them 
with some degree of eflFort. The appearance of solidity and weight, 
or their absence, can be a very important factor in our responses to 
works of art. In this connection compare the figures of the soldiers 
in Manet’s and Rouault’s paintings of the mocking of Christ (Figs. 
4-1 and 4-2). 

Sohdity and weight tend also to be associated with ideas of vol¬ 
ume, since objects must occupy some space to be soHd and, in gen¬ 
eral, larger objects tend to be heavier than smaller ones, though there 
are, of course, very great differences in that relation. The sense of 
volume is greatly enhanced by vision, particularly under appropriate 
conditions of lighting. If a round object is fit from the front it will 
appear relatively or absolutely flat; if it is lit from the side as in the 
Velasquez still life (Fig. 4-10), the gradations of fight and shadow 
on its surface enormously enhance the effects of volume and solidity. 
Bruegel (PI. I) and Holbein (Fig. 4-9) depended much more on 
eloquent, descriptive contours than on fight and shadows, contours 
that serve to recall for us both the mental act of limiting an object 
within a boundary, and the tactual-muscular act of pressing along 
the edges of an object to test its solidity. At the same time it should 
be noticed that in the work of an artist such as El Greco and in any 
art of which the purpose is not “material realism,’ strong effects of 
volume and solidity have been neglected or avoided (Figs. 2-9 
and 4-23). 

By the volume of an object is meant the amount of space it oc¬ 
cupies, actually or in imagination. But the space itself is somethmg 
other than the volume of objects we can touch and handle. The 
room in which one sits has a volume, most of which is obviously not 
occupied by solid objects. Nor does one think immediately of the 
air the room encloses if the idea of its volume of enclosed space oc¬ 
curs. We can neither see, touch, nor handle space, though we may 
speak loosely of “seeing space” when we gaze at a far horizon or the 
sky, and a designer may even speak metaphorically of “handling 
space” when he designs the related volumes of a building or a piece 
of sculpture. But what we actually see and handle is the matter in 
space. To the artist, then, the problem of the aesthetic use of space 
carmot be separated from the use of solids. 

The concept of space is illusive yet it is one of the most impor¬ 
tant that we possess, not only in its practical relevance hut also in 
its imaginative implications. No practical purpose can be achieved 
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without the movement of objects in space, wholhcsr the purpose*, is as 
simple as the cooking of an egg or as complex as inlcnuitionnl trade. 
Moreover, man from time immemorial has looked up at the stars 
with wonder and awe, has watched the flight of l)irds, and lias won¬ 
dered what lay beyond his terrestrial horizon. As we have seen, 
some of our aesthetic response to a great bridge (Fig. 2-5) is bound 
up with our ideas of the immensity and illusivencss of space, a por¬ 
tion of which the bridge seems to have brought under control. 
Though we may today talk hopefully (or fearfully) of interplanetary 
travel, and describe cosmic space with abstract words, its size is 
literally unimaginable. With the exception of the still relatively few 
astronauts, people in general have no "images” to deal with it, only 
abstractions. The artist cannot represent the vastness that astrono¬ 
mers measure in light-years, but is forced into using visual abstrac¬ 
tions, or metaphors, of his own. Van Gogh, in Starry Nif'ht (Fig. 
4-20), unites his recall of bodily movement through space to visual 
memories of astronomical photographs of spiral nebulae. The result¬ 
ing visual metaphor is a vivid and moving image of the vastness of 
the heavens, and of man’s position between it and the earth beneath 
his feet. 

If we can neither see, touch, nor handle space, how do we come 
by our understanding of it, and out of what experiences does the 
artist fashion his images? The English word space comes from the 
Latin spatiari, meaning “to wander,” and this suggests that from 
early times space was looked on as something vast in which one 
got lost. Indefinite vastness remains one of the chief characteristics 
of space as we think of it, though the self-confidence of our scientists 
today leads us to put the emphasis on exploration rather than on 
getting lost. 

The dictionary distinguishes between absolute space, which is 
indefinite extension in all directions, and relative space, a portion 
of extension, the intervals between objects or points in space. 

It is the second kind of space with which we deal every day in 
our practical fives. This also forms the basis of many of the artifact- 
images of space in our Western Renaissance tradition. We are 
aware that physical objects occupy space, and, though we realize 
their existence by touch and their size apd weight by handling them, 
we also see that they are of different sizes, that they occupy different 
positions in space, and that the same object looks different when 
seen at different distances from us. 

When, in about 1400, the attention of Italian artists began to 
focus on their visible and tangible environment, interest centered 


112 


ART AS EXPERIENCE 


Van Gogh. Starry Night. 

(1853-1890; Dutch.) 

Oil on canvas, 29" X 86M". 

Collection, The Museum of Modem Art. 

New York, 

Acquired through the Lillie F, Bliss 
Bequest, 

Fig. 4-ZO. 

first on the representation of physical objects in all their bulk and 
solidity, and then proceeded to ways of understanding and record¬ 
ing the relations existing between them in space. The Renaissance 
artist was content to add up distances of relative space and to <fe- 
regard or only hint at the existence of absolute space. In Masaccio s 
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Masaccio. The Tribute Money. 

(1401-1428; Italian.) 

Fresco, Brancacci Chapel, Santa Maria 
del Cannine, Florence. 

Photo: Alinaii-Art Reference Bureau. 

Fig. 4-ai. 


The Tribute Money (Fig. 4-21), the space in which the group of 
disciples stands about the central figure of Christ exists for us chiefly 
because of the individual bulk of each figure and of the clarity of 
emptiness between them defined by the contours of their bodies. 
The budding, sohd and measurable, must occupy space and so this 
too is assumed and added to the area in which the disciples stand. 
The figure of Peter removing the coin from the mouth of a fish at 
the water’s edge is smaller than his figure as he stands by Christ 
receiving directions from Him, and we automatically read the cause 
of this diminished size as the distance from the group to the lake¬ 
side. We are giving to the image of the smaller figure “meaning 
based on previous experience.” Thus the artist builds up a credible 
image of the scene ■with a number of instances of Hmited space. By 
the soft tonality of the successive banks of hiUs, and the diminishing 
clarit)' of the contrasts, Masaccio attempts for the first time in West¬ 
ern art since the Romans to suggest the body of dust-laden atmos¬ 
phere that fills the space between us and the horizon, even to suggest 
that extension is continuous beyond the horizon itself. 
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To find artistic equivalents to tMs element of our world wMch 
is at once so intangible and so inescapable, to perfect a svstem by 
which the illusion of three-dimensional space could be projected on 
a two-dimensional plane and the relative sizes and positions of ob¬ 
jects in space could be logically plotted, the Renaissance mind in¬ 
vented linear perspective. This is the name given to the system by 
which the artist makes all lines and surfaces that are supposed to 
run straight into the distance disappear into a single vanisMng point. 
The vanishing point may be high as in Leonardo’s Last Supper (Fig. 
2-10), or low, as in the Perugmo illustrated (Fig. 4-22), or to the 
left or right of the center of the picture, but its position wil always 
be on the eye level of the viewer, the horizon of die picture. ParaHel 
lines, like die rails of a railroad track, converge as they recede from 
the viewer, and objects get smaller as they recede. The distance at 
which the viewer is supposed to be in front of the picture will con¬ 
trol the speed with which objects diminish in size. So-called ‘‘one- 



Perugino. The Handing of the 
Keys to Peter. 

(1445-1523; Italian.) 

Fresco, Sistine Chapel, The Vatican, 
Rome. 

Photo: Alinari-Art Reference Bureau. 
















point perspective” assumes that the viewer remains in one position 
in relation to the picture, or the artist in relation to the scene rep¬ 
resented. This may be seen in Masaccio’s The Trinity (Fig. 7-2). 
But it is possible to compose a picture with a number of vanishing 
points, in which the artist and the viewer take up a number of dif¬ 
ferent positions in relation to the picture, as in El Greco’s View of 
Toledo (Fig. 4r-2S). The result will “read” spatially and expres¬ 
sively, but lacks the consistency of such a painting as Perugino’s 
The Handing of the Keys to Peter (Fig. 4-22). 

Linear perspective, because of its emphasis on hne which is so 
readily translatable into terms both of movement and of tactility, 
invites us to move imaginatively into the space represented, follow¬ 
ing the “railroad tracks,” touching the sides and edges of buildings 
as we move along beside them, sensing with our whole bodies their 
solidity as they block the way in one or another direction. In Leon¬ 
ardo s Last Supper (Fig. 2—10), as we have seen, hnear perspective 
is used both as a coordinative, clarifjnng device and as an expressive 
means. On the horizon behind Christ’s shoulders there are three 
va n ishing points: just above Christ’s right shoulder the parallel lines 
of the top of the left wall and of the tapestries on it converge; those 
of the coffered ceiling converge behind the head of Christ; and those 
of the right wall, at a point above His left shoulder. 

While the effect of these jierspective lines is to clarify and meas¬ 
ure the space, they also lead the attention to the central figure, the 
physical and spiritual focus of the picture. Linear perspective here 
is \ital both to coherence and to expressive content. The three van¬ 
ishing points may, like the three windows, have s3Tnbolized to Leon¬ 
ardo and to his patrons the doctrine of the Trinity. 

Both linear and atmospheric perspective play important expres¬ 
sive roles in Bruegel’s painting of The Unfaithful Shepherd (Fig. 
4-24) who abandoned his flock to the wolves. Bruegel places the 
shepherd almost on the picture plane as though he were about to 
hurl himself out of the picture entirely in his haste to save his own 
skin. His bulk and strength are such 4at he could easily have dealt 
with the wolves had he not cared more for his own safety than for 
that of his charges. In the near middle distance, the flock are fran¬ 
tically scattering before the attack without any chance' of reaching 
the safet}' of the home-farm on the distant horizon. The irregular- 
ruts of a wagon road, and the straggling row of trees to the left sug¬ 
gest with their distantly converging lines how far the sheep would 
have to run to safet\'. The tonaht^r of the landscape pales very grad- 
uafly from the relatively strong hitensities of the red and green of 
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El Gbeco. View of Toledo. 

(1541-1614; Spanish.) 

Oil on canvas, 47%" X 43,%". 

The Metropolitan Museum of Art, 
New'l^ork. 

Bequest of Mrs. H. O. Haverm^er, 19^^- 
The H. O. Havemeyer Collection. 

Fig. 4-^3- 





Breugel. The Unfaithftd Shepherd. 

(c. 1525-1569; Flemish.) 

Panel, 22" X SSVa". 

Johnson Collection, Philadelphia. 

Fig. 4 - 24 . 


the shepherd’s clothing and of the grass and shrubs in the foreground 
to the almost neutral tones of the farmhouse and its surrounding 
trees as they merge with very httle contrast into the sky at the hori¬ 
zon. The desolate emptiness of the space between the fleeing shep¬ 
herd and the distant farmhouse is conveyed both by atmospheric 
and by linear perspective devices, but the perspective counts for 
Httle expressively, while the emptiness of space in which the de¬ 
serted sheep have no place to hide is aU-important to the expressive 
content of the picture. 
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Space can also present itself to the consciousness as a vast field of 
light-dark and color of which tlie whole absorbs our interest rather 
than any of its parts. This experience is exclusively wsuaL Space is 
then regarded not as a sum of distances between ph\ sical things, but 
as a mysterious whole in which material things are secondary’. 
Goya’s print called The Gient (Fig. 4—25) is one of the most con¬ 
vincing and moving statements of this kind of space-image in all 
the history of art. Goya’s meaning is no more explicit than is his 
statement of space. Though the title and our interest center in the 
tremendous figure, it is not its massive power that is memorable, 
but the ultimate loneliness and impotence of even a giant in the 
immensity of unmeasured space. 

While the Renaissance mind concerned itself \\'ith the measur¬ 
able, limited space between objects, even if those objects might be 
situated as far off as the eve could reach, there was alreadv in the 
work of Leonardo and of some of the German painters of land¬ 
scape early in the sixteentli century a suggestion of that other kind 
of space, of “unhmited extension in all directions.” We have seen in 
El Greco’s Adoration of the Shepherds (Fig. 2-91 that by the end of 
the sixteenth century, space had begun to be presented as beyond 
human measure, absolute not so much in the sense of being im- 
known as unknowable. This is so largely subjective that it is hard 
to visualize, but we experience it under certain very famOiar cir¬ 
cumstances. Think of a moonless, overcast night sk\' which seems 
to hover over the unknown; or of a thimderstorm, by night or by 
day, with the dazzling flashes of lightning flluminating great vol¬ 
umes of cloud-filled space, and silhouetting briefly dark against light 
or light against dark. Eerie shapes without solidiW at indeterminate 
distances we recognize as ‘Tiouses,” “trees. Trills, only because we 
are familiar with such shapes at other times. 

El Greco has suggested a similar experience in his View of To¬ 
ledo (Fig. 4-23). The great square fortress of the Alcazar, the 
groping tower of the cathedral, and the blue-gray ciW walls all ha^ e 
the weightless evanescence of buildings that seem about to be lost 
either in darkness or in some great cataclysm. The men who stnig- 
gle up the hill toward shelter are reduced to tiny specks, while the 
wraith-like figme on the pale horse seems about to be swallowed up 
by the stream he is fording. Here are no measured intervals; dis¬ 
tances are impossible to judge either within the picture or between 
us and the city. Nothing is definite, nothing sure except the undefin- 
able dread that seems to hang over the cit\’ like a dream of fore¬ 
boding. 
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Goya, The Giant. 

(1746-1828; Spanisli.) 

Etching and aquatint, 11%" X 8". 
The Metropolitan Museum of Art, 
New York. 

Dick Fund, 1985. 

Fig. 4-25. 






The Varying Sensory Quahty of the 
Artist’s Images 

Let us examine now a number of works of art to discover what 
kind of sensory recall, visual and tactile (largely exteroceptive), or 
bodily (interoceptive and proprioceptive), the artist has rehed on 
most heavily; and what kind of sensory response the images awaken 
in you. Admittedly there is a danger here: one may look at a pamt- 
ing or a piece of sculpture with only this question of sensory quality 
in mind and, coming to a quick conclusion, mentally label it as pn- 
marilv visual,” “mainly proprioceptive,” or “very tactile, and the^ 
turn to the next. The dangers are first that one does not stay with 
the image long enough to respond to any but its most obvious qual¬ 
ities, and second, that one has no chance to inquire into the relation 
of its sensory quality to the artist’s purpose, or to the total e^ressive 
content of the painting or sculpture.^^ So be forewarned and do not 

indulge in the practice of ‘labeling. ’ j o q 'i 

Our first two illustrations were used earlier (Figs. 3-2 and 3-3). 
Look at Beckmaim’s Man in the Dark (Fig. 3-2), and tiy to recall 
an occasion in which you had to “feel” your way through a totally 
dark room to the fight switch. In order to intensify yow ^ec^, 
imagine that you have been waked in the middle of the night by the 
telephone, ringing with the urgency we tend to ascribe to untimely 
telephone calls. You probably found your way partly by remember¬ 
ing spatial relationships between, let us say, your bed and the table 
the table and the door. You may have had these memories corrected 
bv bumping into a chair or encountering the table top with your 
groping hands before you had expected to. The sensory image &at 
you have recaUed, or that you are imagining, probably has nothmg 
visual in it at aU. It is made up of a pattern of proprioceptive sen¬ 
sations, punctuated or accented by the tactile encounters between 
your s hine and the chair leg, your hands with the table top, then 
with the door jamb and knob, and finally, with the electric light 

switch. . , . . 

It is the total, bodily alertness that possesses one in such a state 

of temporary blindness that Beckmann expresses in his smaU figure, 
Man in the Dark. The necessarfly acute awareness is concentrated 
in the large, groping hands, and in the cautious feet whose size the 
artist has expressively exaggerated. He has also emphasized the 
vacancy of the face; its passmty conveys with utmost clarity the 
temporary subordination of sight and vision to touch, and to bodily 
balance and movement. 
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Is it accurate to describe Beckmann's image as proprioceptive to 
the exclusion of all visual and tactile quality? As you look away 
briefly from the reproduction, can you recall vividly the shape and 
look of the figure? As vou look at it closely^ do you feel any impulse 
to touch it or to handle it firmly; does its texture or solid volume 
make any appeal to you? For this wuiter the response to it is only 
a very” little visual, and not at all tactile: Beckmann awakes a pro¬ 
found sense of empathy, a physical feeling-into the figure of the 
Man in the Dark that brings back strong recollections of past ex¬ 
perience* At the same time there is suggested a significance that 
goes beyond mere recall. Perhaps it is the look of the man s face, 
the visible contrast between the facial passivity and the alert hands 
and feet that suggest a theme which goes beyond the simple repre¬ 
sentation of the subject. 

What woidd the sculpture convey to you without its title? Stu¬ 
dents have been asked this question in the presence of the original 
sculpture but with its label covered. The answers were illuminating. 
There was never anv doubt that the figure represented a blind man 
or one temporarilv blind, but there was the further suggestion that 
the artist was not so much describing a particular person as he was 
symbolizing fiunbling, groping humanity. 

In contrast to Beckman's Man in the Dark, Rubens' drawing of 
a Blind Man probably seems initially more beautiful (Fig. 3 — 3 ). 
But is there the strong recall of bodily sensations; do you feel your¬ 
self groping in the darkness with this man? Probably not. Rubens 
has produced a very" beautiful image of a blind man. We sympa¬ 
thize with him, but w^e do not empathize; our own proprioceptive 
experiences are not called into play. It seems to be an image in 
wMch the major appeal, the major quality^, is visual; in which there 
is some tactile quahty, though little, while proprioceptive quality is 
almost completely lacking. 

The Rubens drawing is patently beautiful while the Beckmann 
sculpture is almost ugly, Tliev botli have power to move us but in 
quite different ways and degrees. It has been said that ‘Beauty is 
in tlie eye of die beholder,” and while we should not twist tlie mean¬ 
ing out of its original context, it does seem probable that the word 
beauty is most applicable to visual images; tliat it is definitely a 
quality attached to exteroceptive experience, to visible, tactile, and 
audible sensations but rarely, if at all, to proprioceptive except by 
empathetic transfer. One does not feel beautiful though one may 
be conscious that one appears so to others. And so, when a work of 
art almost flaunts its ugliness, as for instance, the individual images 
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within Picasso’s Guernica (Fig. 3-7), and yet moves ns profoundly, 
the chances are that we are responding not to visual qualities but to 
strong proprioceptive elements in the artifact-image. ^ 

Antonio PoUaiuolo’s little sculpture of Hercules Crushing An¬ 
taeus (Fig. 4-26) owes its particular quality to the fact that the 
sculptor had not only watched people in violent action, but that he 
had also known how it feels to tense and strain ones muscles, to 
suffer pain, to gasp and shriek. The emphasis he has given to e 
contraction of muscles in both figures, including their faces {md it 
is noteworthv that none of the muscles is very large though most 
of them are highly contracted) is more true to bodily experience 


than it is to visual observation. ^ -a 

But what of our sensory experience as we look at the scidpture. 
We can properly speak of our sensory “images” for while they are 
intense are literaUy “imaginary.” We must imagine ourselves 

handling the figures: we feel the hoUow in Hercules back, close our 
fingers around his bulging calves, or restrain the kicking feet of 
Antaeus as he struggles to touch the ground. By a very shght effort 
of the imagination, we bring into play both our proprioceptive and 
our tactile sensory receptors. We feel intensely the reahty of Ais 
mortal combat, enjoying the tingle of armchair excitement in the 
presence of danger which is not really a danger because it is not 
om own, and a vicarious surge of physical power as we feel our¬ 
selves into the body of the hero. One hardly needs to know the 
story of the giant Antaeus whom Hercules was required to kill, so 
graphicaUv and emphatically is the story rendered. Antaeus was 
die son o/the earth-goddess and drew his prodigious strength from 
contact with his mother. In order to vanquish him, the hero had to 
keep the giant from touching the ground, for each contact brought 

the son of Earth a new surge of power. 

Antonio Pollaiuolo was a painter and engraver as well as a 
sculptor and a goldsmith. In his engraving of the Battle of the 
Naked Men (Fig. ^27) each figure is as densely solid as are the 
bodies of Hercules and Antaeus. The strong, coritinuous contours 
never appear to be the edges of two-dimensional shapes-like paper 
dolls-but are like the ever disappearing edge of an egg. One is 
never in the slightest doubt about the three-dimensional reahty of 
these fighting men. Nor is the artist concerned merely to portray 
visually beautiful and tangibly real human bodies. These men are 
caught' up in homicidal fury, engaged in a life-and-death smuggle 
which we can enter into because of the strong appeal the artist 
makes to our proprioceptive imagination. Though Pollaiuolo repre- 
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Pollaiuolo. Hercules Crushing 
Antaeus. 

(c. 1432-1498; Italian.) 

Bronze, H. 14". 

National Museum, Florence, 

Fig. 4 -z6 . 






Pollaiuolo. Battle of the Naked 
Men. 

(c. 1432-1498; Italian.) 

Engraving, 15%" X 23". 

The Metropolitan Museum of Art, 

New York. 

Joseph Pulitzer Bequest, 1917. 

Fig. 4-27- 


sents each figure as though it were a contour map, and the whole 
poup as a.ough aey we?e modeled in relief. *e contour Imes 
made to carry the directional movement, the stresses and strams, 

thrusts and counter thrusts. t„npn 

Look at the figure in the right comer leaning over his faUen 

enemy: foUow the line of his arm up from his hand on Ae dagger s 
hilt back of the head, down again along the thigh and 
to the raised foot. In another moment with one upward pull of the 
dagger the victor wiU straighten his back, ready for the next wmer 
-eSept that behind him an unseen enemy is brmgmg his b 
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axe do\m witii a finalit}^ implicit in the tremendous calf and thigh 
muscles, the taut abdomen, and tlie crossed arms that hold the axe. 

In the combat taking place at the left of the print the outcome 
is more questionable. For every’ thrust there is a counter thrust to 
balance it. The push of the leg of the man whose foot is planted in 
the groin of liis opponent is balanced by the forward lunge of the 
upper figure; each dagger point is kept from reaching its mark by 
the force of an opposing movement. 

These brief references do not begin to exhaust tlie relationships 
that make up the complex design and drama of the print, but they 
mU serve to draw attention to the strongly proprioceptive as well 
as the tactile character of Pollaiuolo's imagery. The artist surely felt 
the action in his o\^ti body even more vividly than he saw the 
lunging forms of the men. 

There is, however, visual quality here as well. The somewhat 
st}iized plant forms of the background are like incised ornaments 
on a metal surface, and the light fonns of the nudes moving against 
the dark are beautiful as sheer visual pattern entirely aside from 
their expressive character. The power of the print, however, lies 
primarily in its tactile and proprioceptive—more particularly, kinaes- 
thetic—imagery. 



Fra Angelico. Last Judgment. 

(1387-1455; Itafian.) 

Panel, 4IW' X 83". 

San Marco Museum, Florence. 

Fhoto: Alinari-Art Reference Bureau. 

Fig. 4-2S. 





A very different temperament was that of Pollaiuolo’s fellow 
Florentine, the Dominican monk known to history' as Fra Angehco, 
whose imagination worked most fully and happily in terms of \isual 
imagery. The Last Judgment (Figs. 4-28 and 4-29) may have been 
painted by an immediate follower, but the imager)? is characteristic 
of Fra Angehco. Paradise is represented where the blessed souls 
join hands with angels in a dance of joyful but restrained thanks¬ 
giving. We see them moving in stately measure through the flower)- 
meadows of Paradise, and we recognize it as a dance because their 
gestures and attitudes and the slight movement of their clothing 
correspond to oxir memory images of dances we have watched. We 
feel no impulse to join them but are content to remain as spectators. 



Fba Angelico. Paradise. 

Detail from Last Judgment. 

Photo: Alinari-Art Reference Bureau. 





Matisse. The Dance. 

(1869-1954; French.) 

Oil on canvas, 8' 6%;' X 12' 9%". 
Collection^ The Museum of Modern Art, 
New York, 

Gift of Governor Nelson A. Rockefeller, 
in honor of Alfred H, Barr, Jr. 

Fig. 4 - 30 . 


Compare this with a dance by Henri Matisse (Fig. 4-30). With¬ 
out describing the look and hard feel of taut muscles as Pollaiuolo 
did, the painter indicates their pull and stretch with lines that are 
themselves instinct with life. We feel pulled into this dance our¬ 
selves. Matisse’s lines correspond with the tensions we have known 
in our own bodies if we have ever followed the caller’s command, 
“All join hands and circle left,” and have had our arms almost pulled 
out of their sockets by our boisterous neighbors. The images in 
Matisse’s painting are not visually descriptive. No amount of stretch 
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and strain would make a group of nude people look this way but 
the painter has made us feel them proprioceptively in a way that no 
visual description, however vivid, could give us. The painting is in 
fact a rather reahstic rendering of a proprioceptive image. 

Our own daily experience of solid mass and of texture is less 
extensive; our direct, tactile images are far less numerous ^ 
those of visibihty, because, of comse, unlike visual images which 
have the indefinite and variable range of the human eye, tac^e 
images are limited by the reach of the human arm a^ by the rela¬ 
tively few contacts the human body allows itself. There is more 
agreement among people where soHdity and texture are concerned 
than where color and shape are in question; while Aere is much 
less agreement in matters of proprioceptive feelmg *an in either. 
We shaU discuss here only one example, Rubens Wolf and Fox 
Hunt (Fig. 4-31), in which the appeal is made about equally to our 

eves and to our tactile sense. t_ 

' The Wolf and Fox Hunt was commissioned by the Marqms ot 
Spinola, who later commanded the Spanish troops in the Nether¬ 
lands, and it can be assumed that the Hunt was intended as deco¬ 
ration for a great house or palace. The feast of color can ody e 
appreciated in the presence of the original painting; strong reds ^d 
greens confront each other in the costumes and m Ae saddle 
blankets; the fox’s coat is a beautiful cinnamon; that of the grey¬ 
hound, almost milky white; the woFs rough coat is a blue-gray. 
The intense colors are given a foil in the pale blue of the sky an 

the mistv distances of the flat plain. 

But Rubens is not content with a visual statement of his theme 
of throbbing vitality. The lady and gentleman on horseback are 
made very much of flesh and blood, healthy and strong while &e 
two huntsmen share this quality but have also an earthmess tha 
sets them apart from the mounted gentry. It is, however, the am- 
mals diat hold our attention most. In tliem, Rubens ( or his assistant 
Snyders whom Rubens described as “particularly skillful m pmnt- 
ing animals) has combined with beautiful visual images of lithe 
shapes and expressive movement, superlative qualities of tactihty. 
One should take time to run one’s hand over the sleek body of the 
greyhound, and then for contrast with his well-groomed coat, over 
Se rough texture of tlie woFs fur. Then feel the fur of Je little 
fox standing up aU along his back, as he snarls defiance at his over- 
powing enemies. And finaUy, stroke the well-combed manes 
of the horses, and slap the gray’s rump to hear the resounding 

thwack. 
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Rubens. Wolf and Fox Hunt. 

(1577-1640; Flemish.) 

Oil on canvas, 96" X 148%". 

The Metropolitan Museum of Art, 
New York, 

Kennedy Fund, 1910. 

Fig. 4-31. 


Exteroceptive and Proprioceptive Creative Types 

“Every man is a special kind of artist” with dominant preferences 
for visual, tactile, or bodily imagery, but it is impossible to find 
among artists of stature instances where one kind of sensory experi¬ 
ence has been drawn on to the exclusion of the others. However, 
as has already been noted. Prof. Viktor Lowenfeld has established 
the fact that two major creative types exist which he has called the 
“visual and the haptic” but which we shall call the “exteroceptive 
and proprioceptive,” aware that neither classification is wholly sat¬ 
isfactory. In calling the second type “haptic” (from the Greek word 
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meaning “to grasp”) Prof. Lowenfeld emphasizes the importance 
of the role of the tactile receptors in establishing the individuals 
relation with the sohd substances of his environment. Let us, in¬ 
stead, call this type “proprioceptive” since its major characteristic 
is the ultimate reference of every question and of everv' experience 
to what is crucial and central, the sense of self. This is, as we have 
seen, primarily based on internal, bodily sensations complemented 
by tactile impressions and, to a very shght degree, by visual. We 
shall, then, translate Prof. Lowenfeld’s terms “haptic” and “visual” 
into “proprioceptive” and “exteroceptive.” * 

Each type has its own way of establishing orientation in the 
world of reahty, of coming to feel at home in its immediate circum¬ 
stances. The exteroceptive relies on vision. For him, seeing is not 
only believing; it leads at once to a sense of assurance, of faith in 
the environment. The other type, the proprioceptive, must experi¬ 
ence a new situation more slowly, moving about in it, handling its 
various parts (and here the experience becomes in some degree 
exteroceptive ); above all, feeling himself into new relationships with 
the space and with its contents. As Prof. Lowenfeld has shown, an 
aviator of the exteroceptive type, when the proprioceptors respsn- 
sible for his bodily orientation have been rendered useless by the 
gyrations of the plane, will trust the evidence of his eyes and rely 
on the reading of his instruments. A pronounced proprioceptive 
type will not be able to learn to fly because he cannot ignore his 
bodily sense; his test of reality remains proprioceptive and he camot 
risk ignoring its flndings by acting on tire evidence of his eyes alone. 

Artistically, the exteroceptive tvq)e remains essentially an oh 
server, the proprioceptive, a participant. We have already seen in 
our discussion of dreams in the previous chapter that there is evi¬ 
dence of the existence of the two creative tvpes among non-artists. 
It was certainlv an exteroceptive ripe who dreamed of her pla\- 
mate hanging from the limb of an apple tree. On the other hand 
the author of the dream of plaxing tennis with eggs is quite like > 


to be a proprioceptive t}pe. 

It would be a mistake to assume that every dream or eveix- work 
of art embodying proprioceptive feeling is the work of the propn- 
oceptive creaLe^type. As we have already noted 
dreLs of strong eLtional content tend to make use of bodilv 
llsame is true of works of art. It is cteacteristrc of 


^See Viktor LowenfeU, The Nature of Creaiice Activity, 2nd ed. (London: 
Routledge and Kegan Paul, Ltd., 1952), Chapter 5. 
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some of the greatest that they embody every kind of sensory quality. 
Griinewald’s figures in the Crucifixion (Fig. 4-4) ofFcsr convincing 
proof. Furthennore, some artists of very great gifts will spend their 
youth working in a mode of imagery that happens to bo in favor at 
the time and only in later years develop their full powers in a dif¬ 
ferent mode. This is admirably demonstrated in the work of Fran¬ 
cisco Goya. 

If we had only the work of Goya’s first twenty-five years, we 
should count him a brilliant portrait painter and decorator of the 
exteroceptive type (Fig. 7-5). But the works of his late middle and 
old age, the bull fights (Fig. 10-24), the disasters of war (Fig. 
10-9), and the “dark paintings” (Fig. 7-6), while losing little of 
their visual quality, though color matters less than light and dark, 
are primarily important for their extraordinary proprioceptive 
power. Goya was essentially a proprioceptive creative type trained 
to satisfy the prevailing taste for strongly decorative, which is to 
say largely visual art, who only realized the full extent of his powers 
after his deafness cut him off from the exteroceptive world of sound 
and forced him back into the inner world of self. 


Mental Images and Schema 

As we have seen, in some works of art the artist’s imagination 
is more concerned with the symbolic process that accompanies per¬ 
ception than with perception itself; meaning then becomes at least 
as important as sensation and emotion. The term mental image is 
frequently used to signify a picture existing in the mind without 
the presence of an external object to which it corresponds. This 
description applies also, of course, to a memory image. But the 
term mental image can be used legitimately in a more limited sense 
to describe a specific kind of memory image differing from its fel¬ 
lows in a degree of simplification, of generalization or abstraction. 

If you were asked to describe your mental image of a sailboat, 
unless you are a sailor and have a rich and varied active knowledge 
to draw on, the chances are that you will describe something like 
a slice of melon seen from one side with a vertical at one end and 
a right-angle triangle whose hypotenuse runs from the top of the 
vertical back toward the opposite end of the melon slice. While 
this bears little resemblance to a sailboat, the very simple shape is 
readily acceptable as standing for a sailboat, and most people would 
recognize it. It is a very general image, stripped of every accidental 
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or individual effect. It is a kind of mental construct made by think¬ 
ing first of the boat, then of the mast, then of the sail, and by putting 
these separate parts together as intelligibly as possible. There was 
no thought of the enjoyment one might have in looking at the final 
result. It is not an aesthetic image, either in purpose or function. 

The “stick” figures which stand for men on a population chart 
bear no resemblance to the direct image of a man; they depend on 
memory of direct perception only insofar as they have the normal 
human equipment of a head and trunk, two arms and two legs, dis¬ 
tributed more or less as is usual in human beings. There is no de¬ 
scription of sensory qualities, of shape, solidity, color. The naind 
has imagined and the hand fashioned these figures simply for factual 
communication. Even the “fact” is a very general one: the figure 
may be man, woman, or child. The important thing is that it stands 
for a human being, not a horse or a tractor. 

The sailboat and the stick figure are ideograms or schema; to be 
very precise, they are artifact-images of mental images, shorthand 
signs rather than the record of sensory experience, and they serve 
no aesthetic purpose whatever. They are “seen” in a void, separated 
from nothingness by a clear outline. Their silhouetted shapes are 
informative and all-important. Ideograms and schema begin to 
claim our attention when they are employed for an aesthetic pur¬ 
pose, when as in the art of children and in much of primitive, 
ancient, early medieval, and modem art they are the vehicles of 
feeling as well as of intelligible meaning. Note the schema in 
Picasso’s Guernica (Fig. 3-7), especiaUy the light bulb in the alnmnd 
shaped “eye.” Picasso makes constant use of schema, as does Paul 
Klee, sometimes for expressive purposes, to convey meanmg or feel¬ 


ing; often for decorative pmposes. 

In children’s drawings the schema begins to appear when the 
child has for some time been giving apparently arbitrary names to 
aimless scribbles. The schema seems to result partly from an a^i- 
dental likeness between a scribble and some object unportant to ^e 
child, and partly from his urgent desire to make a picture of this 
important thing. The “important thing” may be anythmg, a house 
a person, the sun, or the moon. The little English boy aged almost 
three who produced the sheet of cars sho^m in Fig. 4^2 disto- 
guished cariully between “ordinary cars and Amencan cars. The 
Lly other object that he had drawn with mtention at this tone w 
a moon Here he was clearly noting an accidental likeness betwee 
a scribble and the moon, and one that was easy to repeat. 
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Cars. 

Child, age 2M years. 
Pencil. 

Fig. 4 - 32 . 


The Ice Age horses of Lascaux (Fig. 4-33) are perceptual 
images in which the salient characteristics, the shapes and the three- 
dimensional solidity, are recalled with great accuracy and recorded 
with infinite skill and subtlety. In the hunt (Fig. 4-34) from a later 
XeoHthic cave in eastern Spain the hoar is the representation of a 
direct, \usual image, though not re-created with amihing hke the 
verve or artistrv of the earlier painting. The Neolithic huntsman, 
on the other hand, is a “stick figure” come to life. As a hunter him¬ 
self, the painter has had all his \isual attention on the quarry, and 
felt no urge to study the appearance of his feUow huntsmen. But 
the speed of the chase he has felt in his own body, and recalling 
the proprioceptive experience, he has vitalized his schema. His 
image records what is important to the artist; the \isual appearance 
and tactile substance of his quarry, the speed and skill of die hunter. 

In the Eg\p)tian fishing and fowling scene (Fig. 4-35) the artist 
has used a much more elaborate schema. Where the Neolithic 
artist’s intention was to express with schematic brevity the speed of 
the hunt, the Egi’ptian’s purpose was to reproduce in detail the 
varied life of a landowner along the Nile. Menna is engaged in a 
favorite sport; his Neolithic ancestor, in a triumphant struggle for 
survival. 
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Friezs of Ponies and a BulL 

Prehistoric cave painting. 

LascauX;, Montignac, France. 

TJioto: Caisse Nationale des Monuments 
Historiques. 

Fig. 4-33- 


No style ever had so long and continuous a life as that of ancient 
Egypt, and no art has so consistently depended u]^ the use of a 
schema. The figure of Menna, a nobleman of the fifteentli centuiy 
B c. is cast in the same schematic form (a mental as it is 

frequently called), that had evolved in Eg>'pt ^fore oOOO b.c. and 
continued in use with very minor changes until the opening of our 
own era. The Egyptian schema for a human figure is not the hapR 
accidental creatSfof a child or of a child-like p^ple but a ^gh y 

sophisticated construction resulting from an ^F^lTchild 

the problem. And yet the process is not unlike that of the child 
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Neolithic Boar Hunt. 

After Maringer and Bondi, Art of the 
Neolithic Age, Fig. ISO, p. 119. 

New York: Frederick A. Praeger, Inc., 
1944. 

Fig. 4 - 34 , 


who, when asked how he went about his drawing, said, “First T 
think and then I draw my think.” The Egyptian ignores tbc! unity 
of the body as he sees it, but studies its parts, eaeb of which lie 
draws as he “thinks” it. The head is drawn in profile which is the 
most easily recognized view and the most intelligible. An oval 
might be mistaken for a fruit, a circle for the sun. The eye has a 
special significance as the window of the personality; it will not do 
to reduce its size or tamper with its known shape by foreshortening. 
The artist therefore draws it as he knows an eye to be, almond- 
shaped with two concentric interior circles. Shoulders, at least on a 
man, should be broad, and to seem broad and strong, must be 
viewed from the front. Legs are for walking, and the clearest way 
to show walking legs is from the side, one in front of the other. 
Seen thus, the foot also displays its most foot-like aspect. 

And so the Egyptian schema develops: a profile head in which 
is placed a full-front eye; full-front torso and shoulders; hips, legs, 
and feet seen from the side. Within this schema considerable action 
is possible, as witness Menna. And within the range of social and 
religious importance, the schema varies from strict adherence to the 
formula in the representation of important people—gods, pharaohs. 
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noblemen, and priests—to freedom and some description of natural¬ 
istic detail in the figures of children, serv-ants, and other less im¬ 
portant people. With the latter the artist relies more on direct 
perception and less on the traditional mental construct. 

The matter of size in Egyptian imagery does not depend on 
visually apprehended relationships. As in children s art, it is arbi¬ 
trary but not accidental. Bigness reflects social importance, and 
accordingly Menna, the lord and master and father, towers o\er his 
children and servants, dominating the group with his heroic size 
and dual appearance. 

The arbitrary system of proportion, together v,ith the EgA-ptian 
artist’s complete disregard of third-dimensional space, characterize 
other arts where the “word” also takes precedence over the \’isual 
image, where the main interest and intention lie in communication 
rather than in celebration. Proportion is essentially a system of 
visual relationships, and, as we have noted, one sees deep space in 
terms of the proportionate sizes and the varying tonahty of things 











Akhenaten Worshipping the 
Aton. 

Relief. 

Empire Period. 

National Museum, Cairo. 

Hirmer Verlag, Munich. 

Fig. 4 - 36 . 








existing in that space. It requires an intellectual effort to “think” 
space, and when one does, it is apt to be in either wholly abstract, 
two-dimensional terms as in the sixth-century mosaic (Fig. 1-4), or 
in remembered visual and kinetic images, such as those of BraegeFs 


Unfaithful Shepherd (Fig. 4r-24). 

When the child-artist imagined his cars (Fig. 4-S2) he did not 
see them in a spatial context; he “thought” them as entities existing 
in their own right without reference to each other or to space. This 
is also true of the Paleolithic artist whose animals are highly visual¬ 
ized in themselves lout bear no proportionate relations to each other 
and are, as it were, suspended, with no solid ground beneath their 
feet. The prehistoric artist developed a marv^elously \isual image 
under the urgent drive of what he probably conceived to be neces¬ 
sity, while he remained content to disregard space as the child does 
in the schematic stage of his development. 

The Egyptian schema or mental construct evolved as a means of 
making the artifact-image of a human being first intelligible and 
then decorative. Compared with the bodily feeling expressed in the 
Neolithic huntsman, the Egyptian figure is sedate and restrained. 
One searches almost in vain through the annals of Egx’ptian ^ to 
find any expression of emotion. The exception is fmmd in painting 
and sculpture of the Tel el Amama period when, in the foiMeen 
century b. c., a heretic king for a time upset the whole elalwrate 
hierarchy of the priesthood and the pantheon of gods. Declaimg 
that there was only one God, the creator of heaven and e , e 
Pharaoh Akhenaten set the example of worsWpping to creafave 
power in the form of the suns disc, the Aton (Fig. 
shows Akhenaten with his wife and one of his Httle gir s in eac 
worship, while the Aton reaches down protective generous hands 

toward^them. In the figures of the king’s family the 

modified and, since the purpose was to express feelmg, the moto- 

cation was toward the representation of propnoceptive 

visual quahty. Compare these figures with the sculpture \outh Im- 

"'“S K who inidated *e xevoWon in reUgion and in 3d 
died, and his daughter's husband yomg After 

:^euy^ra:f‘h::rftel?h"d » new heights of deco- 
rative brilliance and hieratic formahty. 
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Berkeley; Un^v(^rsUy ef Ckliforriia Press, 1954, 

This is of great’ value particularly iu the authors analyses of works of art, 
Its weakness lies iu the degree to which the author iguoros the role of the 
uou-visual senses both in the creation of art and in its cnijoymenl. 
BAXjDKLAUiK, CJ, Tlw Mmof of Art J. Mayne, Trans, and !Ed. (Jurdcjn Ch'ty, 
N. Y.; Doubleclay and Co., 1956. (A Doubleday Anchor Book, A 84.) 

One of the first critics to give due importance to the irralioxuil clerrtent in 
art; especially interesting in relation to the art of the twentieth century. 
CASsmEE, E, An Essay on Mark Garden City, N. Y,: Doul3kKluy and Co., 
1953, (A Doubleclay Anchor Book, A 3.) 

Chapter 4 is interesting in connection with the artistes images of space?. 
Clakk, Sih Kenneth. The Nude: A Study in Ideal Form. New York: Pan- 
theon Books, 1953. (Bollingen Series XXV.) (Also a Doubleday Anchor 
Book, A 168; Garden City, N. Y,: Doubleday and Co., 1959.) 

Valuable in connection with our chapter on the; artist's images, 

Claeic, Sm Kenneth. Landscape into Art. Boston: Beacon Prc3ss, 1961. (A 
Beacon Paperback, BP 117.) 

In this book and the preceding one on the nude, the author throws light 
on the creation of two of the artist's favorite themes throughout art Idstory, 
As the importance of religious art declines, these two become central to 
the artist's purposes. While Sir Kenneth's approach is Tiot historical, a great 
deal of history is implicit. 

Gombeich, E. M. Art and Illusion: A Study in the Fstjchology of IHclorM 
Representation. New York: Pantheon Books, 196(). (Bollinger) Series 
XXXV,) 

A fascinating study. Like Amhcim, Gombrieh gives the j)on-visual senses 
less than their due. 

Laming, A. Lascaux. London: Penguin Books, Ltd., 1959. (Also available as 
a Pelican Book, A 419.) 

A clear account of one of the most interesting of the prehistoric caves with 
illustrations of both the paintings and the engravings, and a discus.sion of 
the theories concerning the purposes and meaning of this earliest art. 
Leonabuo da Vinci. The Notebooks: A New Selection. Selected by P. Taylor. 

New York: Mentor Books. (A Mentor Classic, MT 312.) 

Smith, E, B. The Dome. Princeton, N. J.: Princeton University Press, 1950. 
Interesting in connection with the concept of space. 
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5. Imagery and Style and the 
Purposes of Art 


Tke Concept of Style 

TlHE concept of style provides us with the means of com¬ 
paring the work of one artist with that of another. By stj’le we m^, 
in this connection, the total character of a work of art. St\de h^ 
been described by Charles Rufus Morey as the “imprint on arfetic 
expression of a point of view, be it the point of view of an mdi^-ldual, 

an epoch, or a race.” ^ r i • t. - j 

An artist’s style wiU result in large measure from his choice and 

use of imagery, in short, his imagination, but the foraial and expres¬ 
sive character of the individual work will answer to the artist s me¬ 
diate intention and to the particular function this work is to perform. 
A painting intended as an aid to devotion (Fig. 
diflferent character from a narrative scene (Fig. 4-21, ^11, or 
18) The one wffl tend to be static and self-contamed; the other, 
active and open. Style is also affected, and in 
trolled by the tradition in which the artist is bred, and by the mate¬ 
rials and Lhnical procedures that lend themselves to his 
recommend themsehes to his taste or to that of his patron. More will 

be said of this in Part II. 

^ C. R. Morey, ChrisHan Art (New York: W. W. Norton and Ca. Inc., 1958), 
p. 45. 


141 




Style and Imagery in Greek 
and Roman Sculpture 

While the relationship between imagery and style is implicit 
throughout this book, it may be useful to take the discussion of 
images a little further in this connection before turning to the artist’s 
purposes. 

In the central stream of European art the schema makes its ap¬ 
pearance generally at the beginning of a new tradition. The earliest 
type of “artifact-image of a mental image” in Greek art (Fig. 5-1) 
has little decorative quality and only a very simple, forthright, ex¬ 
pressive power. The artist hardly attempts to differentiate among the 
various sensory data that have gone to make up the mental image. 
The basic shape is sufficient to convey the idea of a human form. If, 
however, one compares the Cycladic idol with the figures on a popu¬ 
lation chart, the aesthetic function of the idol at once is marked in 
contrast to the practical, mental function of the ideograms. 



Woman. 

(2500-2000 B.C.; Cycladic.) 

Marble statuette, H. 2' &W'- 
Photograph by courtesy of the Ashmolean 
Museum, Oxford. 

Fig. 5-1. 






As the use of the schema develops, with constant technical repeti¬ 
tions and with a growing knowledge of and reference to nature, 
details are added and the various parts are related in a coherent pat¬ 
tern that has great decorative appeal to the eye (Fig. 5-2). The 
sixth-century (b. c.) Greek statue of a youth is constructed part by 
part as intellectually as was the Egj-ptian painted figure of a noble¬ 
man fishing. There is a similar emphasis on what the artist knows 
rather than on what he sees. But there is this difference: the Greek 
artist is not bound by his tradition. The style of the Komos lasted 
hardly a century, while Egyptian style, as we have seen, maintained 
itself for three thousand years. 

Where the simple shape of the Gycladic idol is sufficient to stand 
for a worshipful being, the statue of a youth is the result of careful 
study of a human body, and the resulting image is both tactual and 
visual in origin. The eyebaU, for instance, is thought of in duee- 
dimensional terms as something one could feel tactually, not simply 
see as a plane with an inscribed circle. The \-isual effect of curly hair 
is conceived again tactually but represented as a series of three- 
dimensional knots arranged in a repetitive \TSual pattern. The com¬ 
plete symmetry of the body, the balance of right and left, forms a 
total pattern of great beauty, but the final figure lacks any sense of 
organic growth. It is rather a tidy accumulation of decorative parts 
which add up to the representation of a young man. 

This highly decorative use of mental imagery, or, to put it anotoer 
way this decorative elaboration of the simple mental miage, is a 
characteristic of what is known as archaic style. One fiiids it cropping 
up all over the world at various times, but generafiv where the v^ie 
set on the idea is stiU very strong and the technical skill of the artist 

^A^Ae^bl^ming of the fifth century b. c., Atliens m lea^e vn^ 
her feUow GLk cffy-states defeated the aggressive 
Pars a there resited a tremendous upsurge of confidenc^ boffi 
fn tWdves as Greeks and in their gods. This new impetas M 
patons to look cnacally at oli 

ful, no doubt, but inadequate to ^ PJJ. no farther 

of the Greeks The sculptor recognized that he could go no farther 

“Ltd ;at med omain. la dte -“en. of » he 

temple 
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Kouros, or Yotcth. 

(c. 600 B. c.; Gredc.) 

Marble, H. 6' lYs". 

The Metropolitan Museum of Art^ 
New York, 

Fletcher Fund, 1982. 




West pediment of the Temple of Zeus at 
Olympia. 

(c. 460 B. c.) 

Marble, over life size. 

Museum, Olympia. 

Hirmer Verlag, Munich. 

Fig. 5-3- 







body was to be five times the height of its head). No longer does 
the figure appear to be an accumulation of parts, but it now has the 

look of organic growth and unity. 

A hundred years later the artist again shifted his emphasis. The 
change is not so abrupt between the Ohmipian Apollo and the 
Hermes of Praxiteles (Fig. 5-4); the artist has not re-thought his 
image, but instead of aiming to embody an ideal of majesty and dig¬ 
nity in the figure of a god made after an image of man, the sculptor 
has' bent all his effort toward creating an image which will look as 
much as possible like a beautiful human being. Visual imagery 
almost whoUv takes the place of tactual; the eyes are no longer firmly 
constructed as eyeballs in sockets, but the effect of a half-closed eye 
is achieved. The neatly “set” hair of the Olympian Apollo has given 
place to an effect of real hair nnnpled to look natural. 

These four sculptured figures (Figs. 5-1 through 5-4) trace the 
change from an artifact-image of the idea of a human or divine figure 
(Fig. 5-1) through a highly developed, schematic rendering of this 
mental image (Fig. 5-2), to an idealized representation of a direct, 
exteroceptive image (Fig. 5-3), and fina ll y to one in which the sensu¬ 
ous, perceptual quahties of form and texture, fight and shadow have 
become more important than the idea expressed (Fig. 5-4). 

The same subtle change from a highly conceptual type of imagery 
to one that is strongly perceptual or phenomenal may be seen in a 
comparison of the refief of the Mourning Athena (Fig. 5-5), found 
on the Acropolis and dating from about 455 b. c., with one of the 
wingless Victories from the Nike balustrade which originally sur¬ 
rounded the little temple of Athena Nike at the entrance to the 
Acropolis (Fig. 5-6). This figure dates about 410 b. c. 

In the earlier relief, there is a slight reminiscence of the Egyptian 
construct. The shoulders are seen almost in fuU front, while the bent 
head is turned in profile. The feet also are in profile ihough the folds 
of the sldrt again suggest a full front view. Actually the transitions 
between these “views” are so subtly modulated and expressively 
motivated as the goddess mourns before a gravestone, that it is only 
on close scrutiny that we realize the conceptual construction behind 
the image. The evidence suggests, however, that the sculptor has 
first thought, and then carved into the stone his beautiful, conceptual 
image. 

The arms are bare and their round firmness is very marked- 
strong tactile images—but beneath the heavy folds of drapery there 
is no indication of the body. Where the material of the dress or 
chiton is pulled smooth across the breasts we see their gently swelling 
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Praxiteles. Hermes with the 
Infant Dionysos. 

(c. 330-320 B. c.; or copy, late first 
century b. c.) 

Marble, H. 7' 1". 

Museum, Olympia. 

Hirmet Verla^, Munich. 

Fig. 5-4- 




curves. But the artist is in no way concerned to celebrate the 
beauty of the female body. The body of the goddess is sufficiently 
reminiscent of direct sensory experience to be intelligible and expres¬ 
sive of the idea of mourning. The over-all .shape of the image plays 
the chief expressive role, while the visual quality of the image is 
largely concerned with pattern as in the earlier archaic Kouros (Fig. 
5-2). Tactile quality is more important. We have already noted the 
firm solidity of the arms. There is also in the rounded form of 
Athena’s helmet a strong appeal to the tactual sense: one wants to 



Mourning Athena. 

(470-450 B.c.) 

Marble. 

National Museum, Athens, 
Hirmer Verlag, Munich, 

Fig. 5-5- 








Nike Adjusting Her Sandal. 

Balustrade of the Temple of Athena Nike, 
(c. 427-424 B. c.) 

Marble, 42" X 20". 

Acropolis Museum, Athens. 

Hirmer Verlag, Munich. 




cup one’s hands around it, and to feci in contrast to the containing- 
ness of the helmet, the flat elegance of the curved (;dgc of the crest. 
Even the folds of the drapery have a heavy, tangible quality. In 
making his image of the goddess believable, tin; sculptor reflies more 
on tactility than on visual quality. 

This is less true in the case of the Nike bending to adjust her 
sandal. (She has often been described as tying her sandal, but it 
takes two hands to tie anything, and her left hand was never in a 
position to assist.) 

When one examines closely the position of the body one finds a 
very formalized set of relationships behind the seeming naturalism; 
a large element of ordering has gone into the formal structure of the 
relief. Note the way in which the several axes of the shoulders, the 
breasts, the groove in the abdomen just below the rib cage, and the 
hips fan out from a common center placed roughly where the outer 
edge of the right arm passes behind the thigh. One’s eye picks up 
the triangular area beneath the right breast and the larger one be¬ 
tween the thighs, but these spaces and the forms that define thesm are 
softened by the ripple of drapery. 

The whole figure is contained witlrin a great oval, a frame marked 
now by the contour of the left arm, now by the lines of drapery down 
to the left ankle and up to the right knee where the mov()ment is 
picked up by the contour of the right arm and returned to its starting 
point. 

It is worth noting that what we have referred to as the contour 
of the left arm is not realized as a tactile image which we feel under 
our hands, a clearly defined edge of a rounded volume as in the right 
shoulder of the Nike and in both arms of the Mourning Athena. The 
contour of the Nike’s left arm is only suggested visually by the folds 
of material that crease away from and around it. We apprehend this 
left arm of the Nike visually, not through our sense of touch. The 
draperies of the Nike flow in a seemingly casual manner, but actually 
they are formalized to produce a beautiful pattern of cascading 
curves which serve secondarily to reveal the shape of the lovely body 
beneath the thin material. 

The sculptor of the Nike has exploited almost equally the beauties 
of vision and of touch—though the balance inclines toward vision- 
while the conceptual content of the image which has lost its earlier 
function of intelligibility, is concentrated in a single theme, the cele¬ 
bration of beauty for its own sake. 

Greek and Roman art continued for more than seven hundred 
years (roughly 500 b. c. to 300 a. d. ) to be preoccupied with the 
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beauty and power of the human body, and, in the latter part of this 
period, with the celebration of the beauty and worth of the whole 
world of sensory experience. Antique art of the Classical period is 
strongly exteroceptive in imagery, a characteristic of self-confident 
ages in human history. 

In the later days of the Roman Empire as political, economic, and 
social distress increased and human confidence weakened, the 
thoughts and hopes of many, pagan and Christian alike, were more 
and more centered in a future life and in a good which should 
transcend the life of the senses. Then the art of antiquity" showed a 
tendency to turn to “the mysterious centers of thought and feeling 
of which Gauguin was to speak almost two thousand years later. As 
the artist ceased to celebrate the world of the senses, his images 
became crude; they lost their classical justness of proportion and 
their vitality. Classical art had become decadent when Chnstiamty', 
with a new and overpowering concern to propagate an idea, seized 
upon these debased forms as a means of communication. Once more 
the idea, “the word,” mattered supremely. 

It will be of interest to examine an instance of late pagan art. 
Apotheosis of an EmperoT (Fig. 5—7), in which many of the charac¬ 
teristics which were later to be developed in medieval times are 


already apparent. 

On a fourth-century ivory plaque an umdentified Roman emperor 
is shown making his triumphal way to heaven. Although the Empire 
had become officially Christian at the beginning of the fourth cen¬ 
tury, there are in this plaque no specifically Christian connotations, 
though analogies at once come to mind. There are, rather, statements 
and suggestions of the imperial pomp and pagan religion of ancient 
Rome. In the lower part of the plaque, the emperor, sceptre in one 
hand, leafy olive branch in the other, is enthroned beneath a gabled 
canopy on a chariot drawn by four elephants, each vdA its rider, n 
the upper part, still seated but no longer on a visible throne, the 
emperor is home aloft by two winged figures. His destination is 
identified as the sky by the signs of the zodiac behind which, in ffie 
right comer, is the haloed figure of the sun god. In the center of th 
plaque, a nude figure with flying cloak drives the four horses of a 
chariot as it too takes off for the upper regions from a three-tiered, 
draped altar, while to the left of the horses’ hemves two ^eat eagles, 
also climb steeply. The detailed meaimg of the plaque is ^^ot cle^ 
to us but its relation to other, more readily identifiable scenes justifies 
our reading it as the apotheosis of triumphal ascent of an emperor 

into heaven. 
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Apotheosis of an Emperor. 

(Late fourth century a. d.) 

Ivory plaque. 

Courtesy of the Trustees^ The British 
Museum, London, 

Fig- 5-7- 


If one compares this scene of triumph with that on the Triumphal 
Arch of Titus of three hundred years earlier (Fig. 5-8), one is imme¬ 
diately inclined to see here the decadence of an older, more accom- 
phshed art; and technical decadence there certainly is in some de¬ 
gree. In the Arch of Titus, figures are foreshortened as seen from 
the side; the horses, while treated in the same way as in the ivory, 
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chariot Relief. 

Arch of Titus, Rome. 

(Late first century a. d.) 

Photo: Alinari-Art Reference Bureau. 

Fig. 5-8. 


the far horses heing actually ahead of the near for legibility' s sake, 
are allowed to disappear one behind the other, and space is niOTe 
subtly suggested than in the ivory and is more convincing. The 
earlier triumph throbs with movement and vitdity entirely lacking 
in the later. But if one looks for the cause of this change not to the 
general decline of Roman institutions in the fourth eentur\', but to 
the individual artist’s purpose, one comes on an important clue. I he 
first-century sculptor presents the triumph of Titas returning wnA 
the spoils of Jerusalem as nearly as possible as it happened m the 
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streets of Rome. It is a creative image based on direct sensory experi¬ 
ence though he modifies it to meet the requirements of rehef sculp¬ 
ture, and in order to express a theme while recording an event. The 
fourth-century sculptor, on the other hand, was not concerned to 
celebrate the visible splendor of the triumph but rather to expound 
the idea that earthly pomp and the world of the senses pass away, 
and that the final triumph is in the translation of the soul to heaven. 
This is not to be seen with the physical eye but only apprehended 
by the eye of the mind. And it was with the eye of the mind that 
the artist constructed the scene, “thinking” each part of his story 
separately, each image and its separate parts, and finally spreading 
them out for us to read within the stringent limits of his available 
space and frame. 

The htde gable resting on two slender columns is seen full front, 
but since without the sloping roof it would fail to convey the idea 
of a protection over the Emperor s head, the artist has included the 
roof at the only angle possible in the available space. The Emperor s 
shoulders and torso are in front view, but his legs, almost in profile. 
The platform juts out in a comer under the left foot entirely incon¬ 
sistently with the line of the gable and of the plinth that supports 
the nearer column. Some third dimension is indicated in the receding 
heads of the elephants, but it is cancelled out by their feet planted 
firmly on a line with the wheels, the line being parallel with that of 
the gable and of the plinth and at an angle to the elephants’ heads 
and to the platform. 

We are not here dealing with the complete disregard for the 
third dimension which we found in Egyptian painting. Here the 
handling of space is comphcated by a tradition of visual naturalism, 
the monuments of which were certainly famfliar to the artist. (The 
Arch of Titus was standing in Rome in the fourth century as it had in 
the first and still does in the twentieth.) On the other hand, the artist 
had no desire to study the ancient monuments and to copy them 
consistently, and so he fell into the practice of using certain outward 
tricks—hke the slanting line of the horses’ and elephants’ heads— 
alm ost as an inherited schema, useful to him in making intelhgible 
the ideas he had to communicate. 

One could multiply the examples of mental imagery among the 
details of the ivory: for instance, the two small wheels behind the 
nearest elephant bear no more struchnral relation to the chariot than 
do the wheels of the child’s cars (Fig. 4-32) but they transform 
what would otherwise appear to be a very sohd piece of masonry 
into a vehicle. The sky is indicated by the signs of the zodiac and by 
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the presence of the sun god, mental images standing for the starht 
and for the sunny heavens. One sees the zodiacal signs representing 
the months, September through January: Libra with her scales; 
Scorpio; the centaur archer, Sagittarius; the goat, Capricorn; and the 
water-carrier, Aquarius. These are signs rather than s^^ols. 

ApoUo-s halo is. on the other land, a symbol of te divimty, wWe fte 

rays of light about his head merely identify him as the god of the 


Purposes and Style 

The style of the ivory plaque with its rich use of schema rather 
than of direct images of perceptual experience answers the artists 
purpose which was primarily to convey an idea, the apotheosis of an 
emperor. But we have seen ideas expressed in perceptual images^ 
Giotto’s figure of Justice (Fig. 4-5), for instance, or Mantegnas 
Mother Child (Fig. 1-6), the theme of which is maternity. 
Clearly there are other factors involved with a change of “ 

the creation of this new style. Among them may be counted the lack of 
technical experience of the artist who, no longer oaring deeply ^out 
reproducing the visible and tactile world, had never P®"^ 
in the imitative skill exercised by the sculptor of the ^ch of Titas 
(Fig. &-8). But the chief factor is the relative value attached to the 

idea as against the direct sensory image. it,, 

It has aheady been pointed out that an art which celebrates the 

visible and tangible world is characteristic of penods of 
fidence. When the ivory plaque was carved, Europe was entering 
on a period in which man s confidence in his ability to control ks 
physiLl circumstances, even to cope with the world m which he 
foiLd himself, was badly shaken by the coUapse of Homan impmal 
power and the loss of that peace which Roman law ^d the Roma 
Fegions had given Europe for several centuries. At the beginnmg of 
th? Middle Ages, art was asked to provide images of a spiritual ord« 
that should make good the loss, and to represent the power and glory 
of heaven in convincing but appropriately other-worldly splendors. 
This the mosaics of the sixth century supplied. Glorious in color and 
ghttering with gold, they were themselves fit offenngs to the unseen 

^°Tuch lno^rpeiio?of human confidence as had characterized 
the world of Greek and Roman antiquity was not to reappear 
until the Renaissance, though there were signs of the rebirth long 
before the fifteenth century. 
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Purpose and Function as 
Means to Aesthetic Evaluation^ 

We have had frequent occasion to refer in passing to the purpose 
or intention of the artist, but the matter is sufficiently central to re¬ 
quire more than passing comment. On the face of it, it would seem 
logical that the character or st) le of a work of art should be wholly 
molded by the artist s intention since the making of art is certainly 
an intentional actiwty. It is, however, far less simple than one might 
expect. Accidents and irrational, unintentional acts play an impor¬ 
tant part in the formation of any work of art, and the artist himself 
frequently denies hawng a purpose that can be explicitly stated. The 
creative process is its own excuse. The role of purpose, whether con¬ 
scious or imconscious, also varies from age to age as the patron or 
consumer plavs a significant or an insignificant part. The degree to 
which the patron who 'pays the piper” also "calls the tune” is a study 
in itself. 

For the purposes of such an introductory study as ours, there is 
another reason for considering the artisf s probable intentions. How 
can we fudge of the artistes success unless we have some idea of what 
he is tr}'ing to do? The purpose and function of a practical artifact 
can gener^y be assumed from its form, and one can judge of its 
quality largely on the basis of how well it works. It has been sug¬ 
gested earlier that the same test can be made of an artifact whose 
general purpose is not practical but aesthetic. It is, however, much 
less easy to discover the particular purpose behind an aesthetic arti¬ 
fact, and its function will probably differ slightly with each person 
responding to it. Suppose we assume that one very basic purpose 
behind a work of art is to convey thought and feehng; then it may 
be said to "work” in the degree to which it is successful in communi¬ 
cation. But this brings us at once onto very shaky ground, since there 
arises the question of the sensitivit}^ and understanding of those who 
are expected to receive the communication. Obviously the value of 
the painting or sculpture, its success or failure, cannot rest on the 
reception accorded it by a person totally imprepared to understand 
its significance. 

For this reason, it is temptation to fall back on the word "ex¬ 
pression” and let judgment rest first on the degree to which the 
artist believes he has expressed what he felt, and second on the 


®In somewhat different form this material dealing 'v^ith the artist’s intentions 
appeared in the summer of 1960 in the Journal of Aesthetics and Art Criticism under 
the title 'Francisco Goya and the Intentions of the Artist.” 
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quality of his feeling and thought. Here again one has difficulties, 
because the artifact will then be incapable of objective valuation, 
and will have to be accepted or rejected entirely on the prejudiced 
opinion of its maker. Obviously, this is no solution to the problem 
of the final judgment of the quality of an aesthetic artifact. 

We can only suggest a rule-of-thumb answer to this question, 
but it is a rule which if followed long enough is sure to take the 
inquirer onto firm ground even in the midst of a welter of subjective 
variables. Try to apply to the aesthetic artifact the same test you 
employ for its practical brothers: the test of use. How does the 
painting or sculpture work aesthetically, how does it affect you? If 
we honestly adopt an open noind and an open-eyed awareness and 
curiosity, the work of art will itself suggest its fimction. And from 
an understanding of its function, we can work back to the artist’s 
purpose and to the complex of thought and feeling to which he 
gives meaningful form. 

Among aesthetic artifacts there is a great varieU’ of communica¬ 
tion. At one extreme the work of art may, by awakening our sense 
of injustice or our pity, move us to action we would not otherwfae 
have undertaken. Art of this kind is a form of propaganda, and like 
other aesthetic artifacts it may be good, bad, or indifferent. The 
best examples of this type of art outlive the specific e\Tl at which 
they were originally aimed; or, to put it another way, the e\ffi, losing 
its immediate occasion, becomes generalized. However, it is the 
artist’s ability to present his subject in general terms, \v’ifh a broad 
human significance, that makes it important. 

In this connection it is interesting to note that Goya s great senes 
of prints in which he presented incidents of the Napoleonic war in 
Spain as human “disasters,” as weU as many of his anti-clencal and 
political prints made during the period of the restoration of the 
Spanish monarchy, were not published until long after the artists 
death By the time they appeared, their message had been gen¬ 
eralized by the passage of years, and the prints were, as they are 
today, anti-war rather than anti-Napoleon, against human vener>- 
and abuse of power rather than against the power of a specific bc^y 

At the other extreme from the art of social consciousness in ttis 
matter of communication, lies the very personal, veiy’ pnvate art in 
which the artist seems only to wish to share his feelmgs and ideas 
with others of a sympathetic mind. Among the artists whose work 
has this private character, the same great names appear, among 
them Goya, Daumier, Picasso, aU of whom have us^ 
the interests of humanity but as frequently, or more frequently, fo 
their own delectation and satisfaction. 
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A useful distinction can be made between private and public 
puiposes of art. The purpose behind the building of a great cathe- 
drah Salisbury for instance (Fig. 4-16), is largely public, though 
the arcliitect or master mason, and probably the masons and sculp¬ 
tors as well, involve themselves in the public purpose to such an 
extent that it becomes their own even while they may remain anon- 
}Tiious. Constable's purpose, on the other hand, when he painted 
his various images of the cathedral, must surely have been to com¬ 
municate his private delight in the majesty of the great building as 
it rises above the wet meadows of Wiltshire and the houses and 
gardens of Salisbury. 

While the purpose of the building is public in origin, it functions 
both publicly and privately; and though the purpose of the painting 
is private, its function may be said to be public as well as pri¬ 
vate since it allows us to share the artist's delight and to participate 
to some degree in the meaning the cathedral has for him. 

The value of the work of art does not, however, depend finally 
on its public function. Some works of art have little or no public 
function because of their relative imintelligibihty, but may still be 
exceedingly valuable—beautiful and meaningful—to their makers 
and to the few understanding persons for whom they have meaning, 
to whom they speak. 

To return briefly to Henri Matisse s analysis of the dual impulse 
behind the creation of art—the desire to make an icon or holy thing, 
and the desire to share experience—it would seem that the impulse 
to make a holy thing might be more broadly stated as the basic urge 
to create, to bring into being and to give life to something that had 
no previous existence; to create Ihdng, meaningful forms analogous 
to but in no sense identical uuth the forms of nature. Matisse's 
second purpose, the urge to share the quality of experience, may 
well be considered a matter of communication. Interpreted broadly, 
ah artifacts that have an aesthetic rather than a practical purpose 
are in some degree communicative whether or not the '^meaning" is 
publicly understood. Thus, instead of giving the two purposes the 
equality of siblings, as Matisse does, they can be seen as existing 
seriatim in the creative process, the one generating the other. 


The Artist’s Intentions 

At the risk of oversimplification one can make a useful classifi¬ 
cation of four major types of aestlietic purpose, all manifestations of 
the central creative impulse to which we have already referred: 
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they are the impulse to decorate, to celebrate, to expound ideas or 
express feeling, and finally to exorcise devils. Clearly, they overlap 
and in practice are rarely 'wholly separable. Of the four, the first 
can be identified as a mainly hedonistic impulse to adorn oneself 
or one’s environment and the things that go to make it up. The 
decorative function of both aesthetic and practical artifacts is so 
obvious as to be frequently overlooked today. The decorative pur¬ 
pose may be private as in the interior design of one’s home, or in 
the making of one’s own flower garden; or it may be public as in 
the murals decorating public buildings, or in the design of a park. 

In the case of the garden or the park, to make the en'vironment 
more sensuously pleasant, the materials that nature provides are 
organized in accordance with a plan, formal or informal as suits the 
taste of the o-wner or the fashion of the time. Whether tihe artifact 
be a garden, a piece of pottery, a decorative painting, or a work of 
sculpture, the decoratively pleasing quality lie in the ordered 
variety of its elements. This suggests patterned ornament, but 
representational images may in themselves be primarily decorative, 
and they are frequently used to give order and interest to practical 
objects. As we have seen, the Greek wine cup (Fig. 2-7) is made 
far more agreeable and entertaining to use by the addition of the 
picture of die ancient voyager. 

The statue of Apollo (Fig. 5-3) from the Temple of Zeus at 
Olympia was originally the central figure in the decoration of the 
pediment or triangular gable of the temple. It was part of a higHy 
organized complex of architectural decoration, but the group a^ 
served to celebrate Greek unity and devotion to the gods. The 
purpose of the sculpture might be termed both decorative and 

expressive. , r ^ /it- x q\ 

On the other band, the decorative panel of the Arts (Fig. 

that Boucher painted for Mme. de Pompadour in 1755 has no other 
purpose than to provide an unobtrusively charming back^ound for 
gay supper parties and amusing conversation. This is decoration 

with no other aim than to please. 

We have used the word celebration in connection wito art more 

than once, and in the interests of clarity it may be well to deftie 
the term. According to Webster, celebrate means 

1. To perform pubHcly and with appropriate rites; solemnize 

2. To honor with solemn rites 

3. To proclaim; publish abroad 

4. To extol, sound the praises of. 
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Boucher. Painting and Sculpture, 

(1703^1770; French.) 

Oil on canvas, 85%'' X 30%". 

(One of eight panels.) 

Copyright The Frick Collection, 

New York, 

Fig. 5-9- 














The emphasis on public rites and on publishing abroad links cele¬ 
bration with communication. The words honor, extol, and praise 
almost complete the meaning as the word is used in art criticism. 
However, in some degree our use of celebrate borrows from its 
synonym commemorate since the function of an aesthetic artifact 
of this kind is to commemorate the quahty of an experience already 
past. 

The work of art celebrates or commemorates not so much an 
object or an event, as the artist’s experience of it, his perception or 
the feeling attached to the act of perception. Our feelings are often 
quite as profoundly touched by experiences that move us to horror, 
or disgust, or intense sympathy, as by those producing responses of 
love and joy. Goyas The Third of May, 1808 (PI. I^a) records, 
shares, and commemorates; it does not, of course, “celebrate the 
event with praise and honor.” 

In this great painting Goya commemorates and does honor to 
the Madrilenos who had risen against Napoleon’s soldiers in \iolent 
street fighting only to be captured and put to death. But Goya s 
painting does more than record the execution. He tells with excruci¬ 
ating sympathy of the way each man went to his death, stumbling 
or staiding up the hill into the patch of lantern fight, there to meet 
the firing squad. Some tremble and bur>" their faces in their hands; 
one faUs on his knees in prayer. The man who is next to die flings 
his arms up and glares defiance, while the man beside him, with 
hands clenched looks up to heaven. The dead pile up and tho^ 
still to come press on from the gate of the cit>’ seen ^Iv m the 
background. In contrast to the detailed study of facid and boMv 
expression among the condemned men, the firing squad ^e blocked 
in like so many trigger-pulling automata, without any land of tum^ 
expression. Goya commemorates the courage of the patriots, but he 
also celebrates the infinite variety and richness of human nature 
which was to him a theme of endless fascination and mterest. 

A third specific purpose may be described as the intent to m om 
and persuade, to express in aesthetic terms, ideas ^d feehngs tha 
seem important to the artist and/or to his patron. In great a^es 
of communal faith this purpose generaUy onginated chmch 
priesthood. Christian art of medieval Europe owed its character 
Lgely to the desire of the Church to present 

staldable and persuasive form to a largely lUiterate l^ple. '^e 
artist for the Lst part an anonymous craftsman foUoiwng ihe 
explicit directions of his patron, was expected to ^ 

e^e in the doctrines and the lore of the Church, to lend force ^d 
conviction to its values, and to make its saints venerable and lovable. 
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Since tbe Reformation, church patronage of the visual arts has 
dwindled fast, and the aesthetic purpose has tended to originate 
not with the Church but with the individual artist. His intention 
has been more to express personal feeling than to instruct or per¬ 
suade. Yet Rembrandt would hardly have printed a large edition 
of Christ Crucified (Fig. 10-19) had he not been fairly sure of an 
audience. 

The Egyptian wall painting (Fig. 4-35), while very decorative, 
clearly belongs under this heading of persuading and informing. 
The owner of the tomb on one of whose walls the hunting and 
fishing scene is represented looked forward to a renewal, in the land 
of the dead, of ah the pleasures of a happy life on his Nile valley 
estate. To insure this prospect, it was the custom to cover the walls 
of a tomb chapel with magical pictures which could be expected 
to come to life when the dead man entered the next world. On one 
wan would appear a hunting and fishing scene such as this; on 
another the nobleman might be seen protected by a canopy from 
the sun, watching the ploughing or the grape harvest on his estate; 
on stfll another, he and his wife wuuld be shown feasting with their 
friends while musicians and dancers provided entertainment. There 
was ori ginalK - an actual offering table in the chapel to which the 
mortuar}’ priests brought suitable provisions, but to be doubly sure 
of an adequate diet throughout eternity, there was also represented 
on the w^ a banqueting table, and piled high beside it the special 
dehcacies of fruit, vegetables, meat, and drink to which the dead 
man had been accustomed in this life. 

The magical eflicacy of the tomb painting depended on its in¬ 
formative, legible character, but any nobleman of taste and any 
self-respecting painter would wish the tomb to be as beautiful as 
possible. The orderly, balanced pattern of the composition, the 
device of repeating the major figure in symmetrical juxtaposition to 
its cmmterpart, and the beautiful line of the young girl’s body as 
she bends to pull a water hly—these are only a few of the evidences 
of the strong decorative sense that the Egyptian possessed. The 
painting is both informative and decorative; we can only hope that 
its magic also proved persuasive. 

Persuasion is not peculiar to rehgious art, however. In a more 
self-conscious age Jacques Louis David, leader and spokesman of 
the artists of the French Revolution, on more than one occasion set 
forth his passionate conviction that the artist has a responsibility to 
society. “Each of us is accoimtable to the nation for the talents 
which he has received from natirre: if the form is different, the end 
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ought to be the same. The true patriot ought to seize eagerly every 
way of enhghtening his fellow citizens and of presenting to their 
eyes increasingly the subhme traits of heroism and virtue. ® To 
David one of the functions of art was to enlighten men. Again in 
his Project for the Committee of Public Safety for the Fine Arts, 
Article 2: “Repubhcan Artists, while our heroes assure the triumph 
of hberty and prepare for peace by victory, it is your task to make 
it loved, it is for you to embeUish it.” ^ This is clearly a demand for 
persuasive art. David’s own painting of The Death of Marat (Fig. 
4-3), the revolutionary journahst and member of the Chamber of 
Deputies, is a most persuasive record of an event, a deeply moving 
memorial to a patriot who was the victim of pohtical assassination. 

Jean Paul Marat (1743-1793) was one of the most colorful per- 
sonahties of the French Revolution; a scientist and physician who 
in 1786 had given up his scientific career to embrace one of political 
joumahsm. As editor of “L’Ami du Peuple” he had become identified 
with the title of his journal, “Friend of the People, and waged con¬ 
stant war against those whom he regarded as seeking personal 
power within the framework of the Revolution. He was often forced 
to hide in the sewers of Paris to escape his enemies, and, as a result, 
contracted a painful skin disease from which he was slowly djmg. 
To ease the pain he sat long hours in a warm bath where, wim a 
board across the sides of the tub, he was at work when Charlotte 
Corday was admitted. Her plea was that she had information con¬ 
cerning the whereabouts of some escaped Girondins and Marat 
wrote their names on a sfip of paper before she stabbed him to 

Marat had been David’s friend, and the painting is simply m- 
scribed on the upturned packing box which holds Ms ink pot 
pen “To Marat, David.” One is inclined to think that it 
Irtist’s own deep feeling, not Ms sense of 

that prompted the utter simpheity of the portrayal: the stiMess that 
pervades the picture, the geometric order of jejticals and hoi^B- 

rbhS m®L background, and paling to white where the light 
fXotthe dead mrfa cheek and forehead, on the wWe cloth 
am^dlnt held, and on his bare left arm and the sUp of paper m 

his hand. 


3 Quoted by Milton Brown in The Fainting of the French Eeoolutian (New York: 

The Critics Group, 1938), p. 51. 

Ibid., p. 52. 
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We have already spoken of the expression of feeling and emotion 
as it belongs to the more or less pubhc arts of persuasion, but we 
have yet to note the artist’s private impulse to give vent to feehng 
for its own sake, to externalize it in visual forms. This is closely 
related both to his desire to celebrate the quality of experience, of 
which something has already been said, and his need to exorcise 
private devils, of which more will be said later, but it may be useful 
to look at each impulse separately and to consider each kind of 
resulting expression. 

In the twentieth century the desire to express feeling itself in¬ 
stead of feeling about something, to focus directly on the emotion 
instead of on the object or the circumstances that arouse it, has 
almost taken over the field (Fig. 4-15). This is due to a very com¬ 
plex set of circumstances which, since we are a part of them and 
ourselves influenced by them, we probably cannot hope fully to 
understand. As society asks less and less of the artist, depending 
almost not at all on his interpretations of reality and on his judg¬ 
ments of value, he of necessity draws more and more into himself. 
Lacking the evidence of value to society w^hich his artistic forbears 
generally had in some degree, the modem artist is forced to find 
in the fact of his own existence as a hving, sentient being, and in 
the quality and variety of his own feelings, the material of his art. 
In some measure this accounts for the variety of forms taken by the 
visual arts in our own century. Since the purpose (when it can be 
identified) originates in the subjective feeling of each individual 
artist, the forms are legion and the images tend to be proprioceptive. 

It would certainly be a mistake to convey the impression that 
before the twentieth century^ there was no “expressionist” art. There 
have been periods, notably the Byzantine and medieval Christian, 
which have been primarily characterized by the expression of feel¬ 
ing. There have also been instances of great expressionist artists 
working as El Greco did, in a period chiefly devoted to the celebra¬ 
tion of the world of sensory' perception. In this coimection compare 
Titian’s Adoration of the Kings (Fig. 5-10) with El Greco’s Adora¬ 
tion of the Shepherds (Fig. 2-9). Titian celebrates the tangible, 
wsible quahties of the Mother and divune Child, the sumptuous 
retinue of the kings, the sleek, w'eU-groomed horse, and the imper- 
tiubable little dog. He uses all these elements and more to teU his 
story. El Greco on the other hand tells his story entirely in terms of 
its emotional mea3aing for him. The distortions of El Greco’s figures 
seemed to his contemporaries, and to generations after, the result of 
faulty eyesight. It was not until a generation of artists at the end 
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Titian. Adoration of the Kings. 

(c. 1477-1576; ItaHan.) 

Oil on canvas, 56^' X 89%". 

The Cleveland Museum of Art. 

Mr. and Mrs. William H. Marlatt Fund. 

Fig. 5-10. 


of the nineteenth century began themselves to turn their eyes inw ard 
that people could see in the emaciated, tensely drawn out figures of 
El Greco’s shepherds the expression of their wonder and yearning 
toward the miraculous Child, and in the bodies which are rendered 
almost immaterial by the tricks hght and shadow play on solid 
things, a suggestion of Greco’s own feeling that the nativity of Jesus 
was one of the great mysteries of all time. 

Finally, a fourth aesthetic purpose can be identified. There are 
many aesthetic artifacts that come into being from the artist s need 
to exorcise private devils; as Blake said, to “give a form to the devil 
in order that it may be cast out.” The artist actualizes the phantoms 
that beset him and thus subdues their power. 
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It is recorded ® that during the Battle of Britain, bombed out 
children first sufiFered a period of shock, and then began to play at 
bombing. By this means they apparently subdued the terrifying 
phantoms of their nightmares and found their way back to psychic 
health. The artist's “play” also deals on occasion with painful reality 
under the comforting cloak of make-believe. Some actual experi¬ 
ences are too painfid to keep in our conscious minds, and some 
emotions are so unacceptable that we must repress them. Both have 
a way of forcing themselves back on oux attention in dreams and 
nightoares, to quote Hadfield, “objectified and personalized into 
living creatures such as vampires or crabs, or monsters or 'witches, 
insisting by persevering recurrence and with threat of mental illness 
on being faced and dealt ’with.” ® The term nightmare originally 
referred to the monstrous creatures themselves, literally night-mares; 
it later came to include the whole dream in which they appeared. 

It seems probable that most of the monsters and grotesque 
creatures of art owe their ultimate origin, and certainly their vitality, 
to the same mysterious soiuce from which our nightmares come, 
bred in that stiU relatively Httle known world of the human uncon¬ 
scious and subconscious mind. It further seems very likely that they 
owe their concrete, artifact existence to a healthy human impulse, 
aldn to that of the bombed-out children, to objectify the dread 
creatures; to have them out where we can take a good look at them 
in broad daylight. 

For the tough minded, artists and laymen alike, this may be of 
onlv academic interest, but even the healthiest among us have our 
nightmares and are occasionally ready to echo the old prayer: 

From ghoulies and ghaisties. 

And long-legged baisties, 

.4nd things that go “bump” in the night 

Good Lord deliver us! 

Monsters are found the world over; frequently, as in St. George’s 
dragon, they embody the principle of evil against whom the cham¬ 
pion of good persistently triumphs. They generally bear some rela¬ 
tion to actuality though in a distorted and often completely meta¬ 
morphosed way. The actuality, however dimly remembered, which 
serves as the material parent of the monster was probably originally 
something seen or touched or handled in the world outside the 

^ J. A. Hadfield, Dreams and Nightmares (London: Penguin Books, Ltd., 1954), 
pp. 96-102. (Also available as a Pelican Book, A 294.) 

® Ibid., pp. 176-78. 
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Grxjnewald. Temptation of 
St. Anthony. 

(c. 1470-1528; German.) 

Panel from Isenlieim Altarpiece. 


Oil on panel. 

UnterUnden Museum, Colmar. 

Fig. 5-11. 










artist. Its metamorpliosis, tlie selection and joining of incongruous 
parts, and above aU, the feeling that breathes through it derives 
from sensations felt inside the artist’s own body, and from the emo¬ 
tions of which he is probably only partly conscious as his monster 
takes objective and personalized form. 

Consider the creatures that torment St. Anthony in Griinewald’s 
painting at Colmar (Figs. 5-11 and 5-12). It seems possible that 
the creative process may have been something like this. In trying 
to put himself in the place of the anguished, guilt-ridden Anthony, 
the painter ascribed to the saint some of his own worst nightmares. 
While he had precedent in earlier renderings of the same subject, 
he imagined the monstrous creatures besetting the saint in the 
personjdized, objective forms taken ‘by his own repressed emotions. 
These personifications of evil took the elements of their fantastic, 
hvbrid forms from the painter’s experience of real creatures, of shiny 
black gastropods, of snakes, of clawing vultures. These, and many 
besides, the painter called up out of memory, each still clothed in 
the dread of an actual encounter, and perhaps of subsequent dream 



Grunewaud. Detail from Temptation 
of St. Anthony. 

Unterlinden Museum, Colmar. 

Fig. 5 -ia. 



Romanesque Capital. 

The Cuxa Cloister. 

Marble. 

The Metropolitan Museum of Art, 

New York, 

The Cloisters Collection, Purchase, 1925. 

Fig. 5-13- 
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visitations. But as they took form in the painting they were meta¬ 
morphosed into new species, new living monsters as credible as they 
are fantastic and terrifying. 

There are two diflEerent types of artifact-monsters, identical m 
ultimate origin but one more evolved than the other: one “as, m 
efFect, been longer in captivity. The more evolved are those a 
have taken a recognized place in the iUustrated pages of human 
consciousness, Hke the famihar devil with horns and a forked tail. 
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DuBuffet. Businessmens Lunch 

(1901- ; French.) 

Oil on canvas, 35'' X 45^/4". 

Collection of Prof, and Mrs. Plenry R. Hope, 

Bloomington, Indiana, 

Fig. 5 - 14 . 

or St. George’s dragon. These have become accepted symbols of 
evil, and when one meets them, instead of the quality of very per¬ 
sonal dread that surrounds a nightmare, there is the almost pleasur¬ 
able reeognition one aceords the villain in a familiar drama. 

The other type of monster is less evolved; it has not yet achieved 
the general acceptance and significance of the dragon or the devil. 
The second type is as various as the individuals whom they first 
tormented in dream or fantasy. Such are the innumerable creatures 
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of ill assorted parts who adorn the capitals of medieval cloisters 
(Fig. 5-13), of whom St. Bernard complained bitterly that they 
diverted the brothers from their meditations with their “shapely 
mishapenesses,” for while it seems probable that they originally 
took form in the unconscious of the stone-cutter who carved them, 
they certainly lent themselves admirably to purposes of decoration. 

Sometimes these xmevolved monsters take on a human form, as 
in Jean DuBuffet’s Businessmens Lunch (Fig. 5-14), or in Bosch’s 
Christ Before Pilate (Fig. 5-15), where the tormentors of Jesus are 
the embodiment of human stupidity and cruelty. “Gi\ing a form to 
the devil in order that he may be cast out”; creating images in which 
the quality of experience is celebrated, images which by their own 



Bosch. Christ Before Pilate. 

(c. 1450-1516; Netherlandish.) 

Oil on canvas, 31%" X 41". 

The Art Museum, Trinceton Unioersity. 


Fig. 5-15- 










authority serve to organize! and set to rights onr iekius and our hjcJ- 
ings, explaining ourselves to oursclvess and to otlun’S; providing u 
bridge between the artist and his audieiuu!; and finally, and most 
simply, adding visual delight to our souKsliuKis humdrum liv(!S— 
these are some of the purposes and functions of art; these! are the 
business of the artist. 

Suggestions for Further Reruling 

Ackerman, J. “A Theory of Style," Journal of AcMhaldos and Art (Iritioisni, 
Vol, XX. No. 3; March. 1963, 

Strongly recoinmciulcd. 'I’lii.s urtick! rai.so.s basic (jiKi.stiotis wilhoiil giving 
dogmatic amswens. It cun Ixs studied willi profit at various Icvcvls of iinthir- 
standing. 

Alford, J. “Art and Reality 1SSO-IQSO,” The Collogo Art Journal, Vol. XVII, 
No. 3; 1958. 

This article elucidates with gixsat clarity tlie relation belw(!(in style and 
patterns of thought and feeling, Very valuable for the .sasrious sludrsnt. 
Carpenter, R. The Esthetic Basis of Crook Art of iho Fifth and Fourth Cen¬ 
turies. Bloomington, Ind.: Tndiana thiiver.sity I'rc.s.s, 1959. (A M<»ridiun 
Book, MB 19.) 

Essential to an understanding of Creek art. 

Lowenfeld, V. The Nature of Craative AclMKj, 2/i<l <hI. l,(tndon; Houllcdgc 
and Kegan Paul, Ltd., 1952, 

One of the key hooks for the approach to art inad(! in this Uixlbook, 

Morey, C, R. Christian Art. New York: W. W. Norlon Co,, Inc,, 1958, 

In very .small compa.ss this hook illustrates Ibo relation between art an<l 
cultural pattern. 

ScHAPiRO, Meyer. “Style,” in Anthropolo(>i/ To-daij; An F/ncijdopedia fn- 
yentory. A. L. Kroeber, Ed. Cbioiigo; l/niversity of Chicago Frrs.s.s, 1953. 
WoLFFLiN, H. Principle of Art History: Tfto Prohhiin of the, Donolo'iiTHeul of 
Style in Later Art. M. D, Ilottinge'r, Trans,, from tlu! 7(li (kirman (xlition. 
New York; Dover Publications, Inc. (Paperback no. 3’ 276.) 
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II. THE ARTIST 


LOOKS AT ART 









Gillcs 


Initial Response to the Painting 

In this chapter we shall examine a single painting as the 
Land of Cockaigne was considered in Chapter 1. Our point of view 
will have shifted in two respects: first, the painting is very different 
from the Bruegel and has different things to show us; second, the 
author of this part of the book is a practicing painter whose training 
and attitudes affect the approach. But in spite of these differences, 
the approach demands the same willingness to take the time really 
to look, to look without prejudice and to bring to the looking every 
bit of your own relevant experience. 

It is intended here to direct your attention to things you might 
not have noticed, and show you ways to use yom experience that 
may not have occurred to you; the assumption will be that nothing 
essential is truly hidden, and the problem is for you to organize and 
understand what you see in ways which are meaningful because of 
what you already know. Of course, there are some pertinent facts 
which will enter the discussion, but these become meaningful in this 
context only when you have truly looked at the work of art. The 
facts only serve to extend an experience aheady begun. 


6 . 

The 


The Detailed Inventory 

Now, let us turn to the painting which will concern us for the 
rest of this chapter. Antoine Watteau has represented an actor of 
the Commedia delVArte named Gilles (PI. III). What do you see 
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in the picture? Your attention probably goes first to the main figure 
of Gilles, but what attracts your attention after that? Perhaps it is 
some detail in tlie central figure’s dress, posture, or look; or the other 
figures behind him; or the foliage and sky. As in our study of the 
Land of Cockaigne we shall begin with an inventory of what is in 
the painting. (The assumption will be that you already have an 
impression of the painting as a whole and feel a certain attitude 
toward it.) 

The trip through this painting is clearly of a different order from 
the one we made through the Land of Cockaigne. The earlier pic¬ 
ture read like a moral tale, wliile Gilles is closer to a character 
sketch or a biography. In the Bmegel the detail is related to the 
painting as a whole in a direct, literary way; in the Watteau, 
although it has literary significance, the detail serves more to create 
an atmosphere, a setting for tlie chief character. 

Full-length in roughly the center of the painting is a man in a 
white silk costume; he wears tan shoes with rose-red silk ties, and 
on the back of his head is a tan hat which appears to be held on by 
a pink band which the hat partially covers. He faces us almost 
directly; his arms hang limp at his sides and seem swallowed up, 
as does the rest of his body, in the fullness of the costume; his hands, 
feet, and head look as though they are hooked on like those of a 
doD or marionette. He stands on a small hill or ridge above the 
ground level of the rest of the painting and there is some ground 
cover and part of a bush near his feet; the color is a mixture of tan 
and green. 

Immediately behind him in the picture space are three men, a 
woman, a statue, and a donkey. To Gilles’ left is a man with his 
back to us and with his face turned so that we see his profile; his 
costume appears to be of the same rose-red silk that ties Gilles’ 
shoes and the gesture of his body and the jaunty angle of his hat 
seem to indicate a degree of worldliness in contrast to Gilles’ look 
of simplicity and awkwardness. Behind the man in red are the 
woman and another man. The woman, except for a certain beauty, 
is not distinctive; the man is clearly a special type—note the fan¬ 
tastic brim on his hat and the amazed expression on his face. Near 
these three figures is a sculptured bust with vines overgrowing its 
pedestal. On Gilles’ right is a grinning man in a black cap and cos- 
tiune with a white ruff around his neck riding into the painting on 
a donkey. In the background there is foliage of a variety of kinds 
and to the left there are clouds behind the trees; the upper part of 
Gilles’ figure appears against a pale blue sky. 
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The Formal Structure 

We nIibII iKtw read (a- diwerilxf lli<‘ puiiilitif!; in uriollier way. 
Wlial !<did ul sliupes and does it liuvt! uad how are they 

plaeed williiii the reeluiigle <»(' (he puiiiliiig? How do llusy relate 
lo (lie reeogiii'/alde ol»|e<'ts ulr(‘ady hltnilificul? 

Hiti doiiihiaiit sliape is (hat of (la^ figiiia; of (Jillcs. The bntton.s 
on Ills eoa( .s(‘eio lH)lh to tooeh (lat front of (he, picture plane and 
hiseel the r(>e(anj4le (the last is tiol r<!ally truci—llai midlinc falls 
close lo (he itisidt^ of his left arm); the smalhu’ shapes—hands, feet, 
arms, h!^s, poek{!ls, head, and ruffled (iollar-ndnforcx* this effect by 
beiiig almost bila(<‘i'ally symmetrical. Tla; highly repetitions char¬ 
acter of tin* c'cnlrsd figurt! is v<ny important! contrast this figtirc 
witli all of the rest of the painting. If yon blocik out tlui figure of 
(Jilles ([)laeing a eonple of fi«ig<n's ov(!r him will do) yoii will see 
a suggestion of a [Wllerii whieli Is dinatlly opposed to tins pattern 
of form in the major figure, dlun'e is a kind of /,ig-wig starting with 
the tree hnmeh hi tlie nppi'r h‘ft and moving down to the other 
sid(i of the painting lo a point above the liead of the man in the 
blaek eup; then the line reinrn.s across the painting following the 
four heads in the middle ground, and Is paralleled hy a line which 
|)a.s.s<>s Imldnd (biles' feel, Bid there is another patlcirn and .shape 
<!ise<!rnible, although a little less distinctly, In the middle- and back- 
groimd, .Start with ila* hand of the man in red silk and follow the 
line up to Ids head, up the ehest of llu! statue and the trunk of the 
trei!, Old the lower limb and in an arc behind Chiles to the trees on 
the other side; from then* to the blaek-eapped man, to the head of 
Ills donkey, to the lower edge of the white pants, and finally to the 
starling place. 

This gives us three ,shapes: the oval of Oilles’ body, a zig-zag, 
and a circle. 'Tla'se are not just flat geormttric figures on the .surface, 
because they also fimelimi in Ibe llliisionistic space of the painting. 
The zig-zag starts well back in the picture and in the line of the 
ridge brings us almost to the front of thes picture space. The circle 
starts in the front of the middle-ground (the space occupied by the 
figures) ami goes to the deep{;st part well into the background and 
then returns to the middle-ground. Filially, the .subtlest of the 
shapes is that of (lilies, fn a general way it is an oval, but if we 
look at it a litfh* more closely, there is the oval of his torso which 
rests on two rectangles formed hy his pants Icigs whose rectangles 
are echoed in the fori'arms. This composite is topped by a circle 
made of tlu' bead and but, while the whole group of shapes is set 
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in an illusionistic space by tbe values used for each. By value is 
meant lightness or darkness of the color regardless of its hue (red, 
blue, etc.) or of its intensity (brightness or dullness). The lightest 
value in thi<! figure is the oval of the torso; the darkest is that of the 
rectangles of the legs, and in between is the value of the head and 
hat. Because dark vdues seem to recede and light ones to come 
forward, Gilles seems to have his back arched and his hips thrown 
forward; the whole combination of shapes is bent like a bow. 

This brings us to the color and to the patterns we find in it. 
Gilles’ costume, the sky, and the clouds are closely related in color, 
with cool blue, blue-gray, and white dominating the foreground and 
background; sandwiched in between are the greens, tans, reds, and 
black of the predominantly warm middle-ground. The separation of 
the cool blues and grays from the warm tans and red is certainly not 
absolute, especially between the foreground and the middle-ground; 
the tan of the hat and shoes, the rose-red of the ribbons, and the pink 
flesh tones relate closely to the colors in the middle-ground. The 
color is used both to clarify the space and to put things in their 
proper places, while simultaneously the colors tie these parts to¬ 
gether. 


The Painter’s Means 

Let us examine now the way the painting was made: what mate¬ 
rials and techniques were used, and how these affect the “look” of 
the painting. 

The painting was done in oil on canvas. The colors were ground 
with oil (probably either nut or linseed) into a paste and applied 
with a brush to canvas. The canvas was first covered with white, 
probably non-oily, ground. The paint was apphed generally in two 
ways: as an opaque substance covering any color underneath; and 
thinly and transparently as a glaze allowing the color beneath to 
strike through. The opaque painting or impasto is most clearly seen 
in the pure whites on GiUes’ coat and in the flat blue sky. The glaz¬ 
ing or use of transparent paint is common to most of the painting; in 
the reproduction it is most evident in the red coat and hat of the 
man to the left, and in the foliage. 

These two ways of applying paint tend to have a characteristic 
look about them which contributes to the over-all effect of the paint¬ 
ing. (The use of these techniques is not common to all oil painting.) 
The opaque painting has about it a certain flatness—one might also 
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«tty a cdrluiii .slmiglilfoi'waccliKis.s and «iniplieity-bccausc of the 
dir(!Cl cliurucUtr of it.s uijplkuillon. 'I’lio gla/,itig, Ixicadsc it is trans- 
puront and is oficit laiilt up of snceossivo layers of different colors, 
has a much l(!ss slahle kajk: lh(s glazcid arcus appear to shimmer and 
(lance; llieir movcnnenl in space, gives a vitality and liveliness to the 
surface! of llui painting. 

WalhJUu’s letihnieal handling of the paint is closely related to his 
f(!e1ing for light and for the! way light exposes form and color. Along 
with th(! rtilaiivt! thicikness and opacity of the paint, the shape and 
Him of Watt<!an's eharacltirislic brush strokes are tied to his interest 
in a particular kind of light. 

For Watteau light reveals form and color, but these are phe¬ 
nomenal ratlusr than conceptual. They are things to be seen, and 
b(! r<!presents tlusm as such; in this his painting is like the Monet 
(PI. Hb) rather than the Bruegel (I’l. 1). In the Bruegel color and 
form arc! niorti closely rcilute.d to what we know, to our ideas of 
color and form. In Waltciau’s painting, light not only reveals these 
(jualities; it also seems to dissolve tlusm. Hie edges between one 
form and tins iksxI and one color and the next are not precise as in 
tlu! Bruegrtl. Tlu; fickle charaefer of natural light is a strong ele¬ 
ment in Wathmu’s art. Light and the (jualities it reveals are con¬ 
stantly changing from oiui rnomesnt to the next, and certain kinds of 
surfaces (sraphasiM this; consider in this painting, for instance, the 
silk and the leaves-the visual appearance of each varies distinctly 
with any change) in light. 

Glazing, we have noted, when it is used with a certain kind of 
brush stroke, can very readily show these (jualities while it also gives 
solidity to the forms. Glazing can be used, of course, in different 
ways for very different results; c.g., compare Van Eyck (Fig. 7-9) 
and Bruegel (PI. I). And the same or a .similar brush stroke can be 
used without transparent paint, as Monet does in his View of Am¬ 
sterdam (PI. lib); hnt to obtain a sense of both the changing surface 
of visible things and their volume the technique of glazing is ideal. 
The thicker, opaque paint used in this painting over relatively large 
areas is not common in Watteau's work. Its use here is particularly 
suited to the problem of presenting a figure who is both in a land- 
.scape and on a stage set. This is one of the underlying themes ot 
the painting which will bo developed later. For the moment we can 
leave the technical aspects of the painting, only noting that me 
most highly glazed areas are sandwiched in the picture space be¬ 
tween areas of heavier, flatter paint. 
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A Subjective Approach 

Now tlia t we have examined the painting in several generally 
obfective ways, concerning ourselves first with the recognizable 
things in it, then with the shapes and colors which dominate it, and 
finally with the way it was put together, we are in a position to 
lcK)lc at it from a subjective point of view. Most of what has been 
said above is not very meaningful in this context unless we now con¬ 
sider: ^'‘How does the painting affect me? Do you see anything that 
vou can relate to other kinds of experience and how in turn are these 
related to what has been observed in the painting? In this process 
we may notice things which have not been seen before or which 
have not seemed significant. These can enrich and redirect the ear¬ 
lier responses to the painting. 

FiKt, look at Gilles and his posture. He stands facing us directly 
with his feet close together, his arms forward, in front of his body; 
his back looks arched and his costume is very full, especially his 
jacket. x4s mentioned earlier, his head, hands, and feet look like 
those of a doU or a marionette; they seem to be tacked onto the cos¬ 
tume. This results from our inability to see clearly the body beneath 
the costume, and because his knees, hips, wrists, and elbows are hid¬ 
den we can only guess how and where his body is articulated. His 
elboivs are not only hidden, but in the area where they should ap¬ 
pear there is a large amoimt of surplus material which seems to 
restrict movement. Similarly hidden is the point where his neck 
meets his shoulders; GiUes^ ruffled collar, not his spine, appears to 
hold his head in place, and his shoulders are pushed forward in 
order to hold his arms in position. This causes his upper chest to 
drop and meet his lower chest which is pushed up by the arching of 
the smal of his back; a complicated gestxue which is necessary in 
order to fit his body into the bulky costume he wears. 

Assume this position; you wiU probably have the feeling of not 
knowing what to do with your body, the sense that your body is not 
put together right and does not belong to you. If you have per¬ 
formed in amateur theatricals, the position may seem quite familiar. 
Watteau has captured here the feeling and look of the awkward 
performer. 

Gilles’ face is paradoxical. Whereas the body is ill at ease and 
awkward, the face is self-assured, confident, and relaxed. His facial 
expression makes the gesture of his body a pose: he is a professional 
performer and this is his part, and his face betrays him because this 
is a portrait and not a scene from a play. 
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The figures beliiiul him do seem to be performing some dramatic 
iiicidciiit; llusy appear indifbsrent to everything except what they are 
involved in among themselves. To observe them is for us like watch¬ 
ing a performance, but in the case of Gilles we are being presented 
to a performer who is half his role and half himself. 

Thi.s is amplified by the fact that Gilles is not only in front of the 
other actors, but also above them, and by our identification of him 
with the figures behind, he is also above us. He is, in physical fact, 
above the viewer, for the actual picture is about six feet high and is 
hung a couple of feet off the floor. In this position he dominates us 
but is at the same time somewhat unstable; his lack of stability is 
reinforced by his clumsy gesture and awkward posture. The effect 
is that neither he nor we have control of the situation and both are a 
little ill at ease. We are meeting a character from a play rather than 
watching him, and his position above us is unnatural. 

If we block out the bottom half of the painting this unnatural 
feeling is strengthened by the figure of Gilles “pasted” on the flat 
blue sicy. Seen this way, the painting becomes a poster rather than 
an ordinary portrait. 



The Theme 

Now, if we turn back to our earlier observations perhaps we can 
tie them together and fill in the relationships between the different 
approaches we have made to the painting. 

Each time we have considered the painting there has been one 
strongly recurrent characteristic, its clear division into three areas: 
the foreground containing the central figure, the middle-ground 
with the other figures and foliage, and the background of sky and 
clouds. The foreground and background are similar in the relative 
flatness of the paint and form, and in color; between is the much 
more complicated middle-ground with its varied contents of sculp¬ 
ture, human figures, bushes and trees, and an animal. The formal 
movement is more involved in the central portion, which occupies 
more pictorial space, and the brush strokes are smaller and the paint 
transparent. The distribution of forms is asymmetrical, with a far 
greater concentration of objects and background on Gillcs’ left. 
The action is also distinctive in the middle-grotmd whcjrc the figures 
seem to be acting parts in a play. Gilles looks as though ho should 
be a character in this play but has stepped out of it to be presented 
to us. He is separated from his follow actors by several devices: he 
is not in the same part of the picture space; his face no longer con¬ 
tains the expression of his part, although his body docs—the gesture 
of his body is that of his character, Pierrot, but in repose rather than 
in action like the other characters. His body is posed in the most 
recognizable aspect of the type of character he plays, and he is 
placed above the other actors and above the viewer. He is on dis- 








play before us and he is aware of it. His inaction, symmetry, and the 
way in which he is silhouetted against the blue background give 
him the appearance of a poster portrait; the characters behind teU 
what the play will be in which he is a performer. Perhaps he is 
given the central position in the painting because he is the star, or 
perhaps, as Germain Bazin has suggested, the pai n ti n g is a parodied 
Ecce Homo. This forces us to look at Gilles in relation to the artist 
and to his time, and allows us to infer something of what the artist s 
purpose may have been. 


Relative Aspects of Watteau’s Life 

Antoine Watteau’s life is as fascinating as his art, and this often 
makes it tempting to turn a discussion of his pain ti ng into a study 
in romantic biography, for as an individual he appears as typical of 
his age as is his work. He was bom in Valenciennes in 1684 shorfy 
after that city became a part of France; his youth and early training 
were during the last years of the reign of Louis XIV, the golden age 
of France. Watteau came to Paris as a young man in his teens and 
worked as a drudge for a dealer in cheap pictures; at twenty-one he 
entered the studio of Claude GiUot for a short period and then 4e 
studio of Claude Audran in the Luxembourg. While he was woridng 
under Audran, the young painter was deeply influenced by Kubens 
work; he made many drawings after Rubens’ paintings and assimi¬ 
lated the painting techniques used by Rubens in his later Me. Hav¬ 
ing failed to win the Prix de Rome, Watteau returned to his h(^e 
in Valenciennes, and there continued to work and to develop. After 
a short time, he returned to Paris where he became an Associate of 
the Academy. He only needed to paint a diploma piece in order to 
become a fuU member, but this was not done for flve years and then 
only after pressure was apphed; the painting Watteau executed^ tor 
this purpose was the Embarkation for Cyihera. In 1719 he made a 
trip to England to consult a certain Doctor Mead, but returned to 
Fxlnce in increasingly bad health. Two years later Watteau died, 
apparently of tuberculosis, in Nogent-sur-Mame. 

As a person he is reported to have been very touchy and sensi¬ 
tive always dissatisfied with his own work and the work of others^ 
He is said to have felt much more at ease drawing than pamtmg and 
he was constantly drawing, wherever he was. Subject to depr^sion 
and aware that he was a sick man, Watte^ worked a gr^t dea 
and was impatient with any interruption. The mixtme of hghtn^ 
and ennui 4ich is so characteristic of his age and his art w^o 
a part of his personality; the delicate beauty of figure and dress float 
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ing over a current of the vanity and tragedy of lifc—so cotomoix in 
Watteau’s paintings—summarizes both thes ago and the artist. It is 
this quality which makes Watteau seem so much like Mozart, who 
closed the age that Watteau began. 

The year 1717 was an important one for the painting wts are con¬ 
sidering since in that year the Commedia delTArte, the Italian im- 
provisational comedy players, wore again allowed to perform in 
France. They had been banned some years earlier by Louis XIV, 
and after his death the return to Paris of the Italian Commedia 
signalized the end of the puritanical measures which had marked 
the last years of his reign. 

The world of the actor and the musician was fascinating to Wat¬ 
teau; one or the other recurs in a majority of his paintings. One 
senses that these types and their relation to society struck a very 
sympathetic chord in the artist; Watteau may have felt that he too 
was a kind of histrion or entertainer who put on his act and then was 
sent away. These traveling actors and musicians, in any case and 
for whatever reasons, are the subject of the painting CAlha and as 
such require an explanation. 

The Commedia dell’Arte was a form of popular theater which 
started in Italy and was transplanted to F'rance with very few 
changes except that the stock characters had French rather than 
Italian names. The plays were not written out; there was just an 
outline of a plot and in this framework the players improvised their 
parts. The actors specialized in one character which they usually 
played, the characters being a limited group of types: the rake, the 
beautiful woman, the cuckold, the inept servant. The character 
Gilles played was that of a simple valet named Pierrot who con¬ 
stantly got things mixed up, whether they were messages to his 
master’s lover, or his master’s clothing. The bumbling servant, often 
with underlying common sense, is a familiar figure in literature. 
One needs only to think of Cervantes’ Sancho Panza or Hacek’s 
Good Soldier Schweik to find the same characteristics. 


An Artist’s Dialogue With the Painting 

Up to this point, with the exception of the discussion of tech¬ 
nique, we have followed closely the approach employed in the dis¬ 
cussion of the Bruegel painting in Chapter 1. The reasons for this 
are simple: to look at a picture thoroughly is a necessary preface to 
any further consideration of it and to look at it from various points 
of view enriches and varies the study, which otherwise might be¬ 
come just staring, not seeing. Let us turn now to some more per- 
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sonal kinds of njlutionsfiips wliicli artists often Imve with paintings, 
and to some less gtnieral olisorvations about Gille/}. 

Fuiiitors fr(!(ju<!iilly have with the work of other artists what 
might bo called a "dialogue”; that is, they see their own work and 
the work of anotluT artist as making comments about the same 
thing. Th (5 painter will often “take a plirase” in the form of a figure 
or layout from anotlusr artist and base a painting on it. The artist 
may also re-do thx* work of another in his own style. This kind of 
conversation usually happens bcjtween the painter and another artist 
with whom tlui painter feels a rapport or sense of familiarity. In this 
it is also analogous with a dialogue in the common use of the term. 
Of course, this is not a “real” conversation since one of the artists 
is usually long dead and much of the relationship is simply a con¬ 
struct on the part of the living artist, but it is no less real for the 
living artist in terms of his work and how he develops it. 

This rtjprcjsents a way to have a rclation.ship with the past-with 
th(! history of art-which is not objesetive and impersonal. It gives 
tht! study of works of art warmth and humanity which can be lost if 
the painting is only se(!n as a monument of eighteenth-century art, 
for examph!, embodying certain formal and iconographic qualities. 
It should be added that these qualities are .significant and very im¬ 
portant, but there is something more. The artist looking at art of 
an earlier time may see that another artist has tried to do the same 
thing, or things very similar to what ho has tried to do. Watteau had 
a relationship likes this with the seventeenth-century Flemish master 
Rubens. The French artist was fascinated by Rubens’ technique. 
He also borrowed some facial types from the earlier master; the 
face of the woman in Gillcs, for example, is very close to a Rubens 
type. 

To this ■svritcr it is the positioning and the posture of the central 
figure that arc most interesting. A comparison with a sculptural 
figure may make the point clear. Look for a moment at the Chinese 
terra cotta in Fig. 9-1. Do you recognize the similarity even in these 
two widely dissimilar works? They are both almost bi-laterally sym¬ 
metrical, that is, balanced on either side of a median line. But our 
recognition of this is visual; it is a response to a visual pattern. There 
is a hidden quality to which we are likely to respond more strong y. 
We are intensely aware of the spine of each of the figures. This 
writer’s response, and it is by our definition an aesthetic and proprio¬ 
ceptive one, is in the small of his back. In neither of the illustrations 
can we sec the back of the figure, yet the whole posture of each 
seems to depend on how the spine is set, on the position of the shoul¬ 
ders and the placement of the feet. 
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Look now at the area of Gillos’ knees: they appear to be locked. 
This seems to fit what has already been observed about the Ihcatri- 
cal character represented, but if wo did not know any of that, would 
we respond to this feeling of locked knees? (iillcs clearly could not 
move quickly and could be easily pushed over; how right is bis posi¬ 
tion high in the picture space then, and how well this matches the 
theme of the painting! 

The dialogue between the artist and ariothcr artist’s work is, of 
course, not limited to posture and positioning of the figures. Another 
response is also to the central figure, but in this case it has nothing 
to do with its being a figure. Notice the transition of color in the 
costume; how it so subtly moves from gray at the top of the neck 
through the broken gray and white, to a lighter gray, then to white 
and down the figure to gray again. Throughout the whole modula¬ 
tion, the sudden value shifts vitalize the whole form, while relative 
warmness or coolness of the grays and whites cause slight but fasci¬ 
nating spatial relationships to occur in the form as a whole. To sec: 
these requires practice, but is worth a little effort. 

From this point of view, Gilles could just as well bo a bottler, a 
table cloth, or a non-de.scriptivc shape. The fact that the painting 
is of a human being is no longer as significant as it was when the 
thing which concerned us was the spine or the knees. What is im¬ 
portant to notice in this type of examination is that neith(;r concern 
is exclusively “right,” “Rightness” and “wrongness” are not mcjan- 
ingful terms when the interest is a personal one, whem the work of 
art concerns us subjectively rather than objectively. The initial ob¬ 
jective description is essential, but it is only the beginning of the 
“dialogue” between you and a work of art. It is important to re¬ 
member this because so many arguments over works of art rest on 
a confusion between “what is there” and “what interests me.” 

The relationship of an artist to any work of art is often two-fold. 
The work of art concerns him both professionally (“How is it put 
together?”) and personally (“He feels the same way about that as 
I do”), and these two kinds of interests affect how an artist looks at 
a painting: he often sees it as both a school and a confidant. You 
may ask: What does this mean to me since I am not a painter? 
The best answer is that, although you may not be a professional 
artist, you are in many ways similar to the professional artist and 
you can have similar personal relationships with works of art. The 
relations between the viewer and the work of art arc numerous, and 
one of the most important tools you can develop is the ability to see 
from a variety of points of view. 
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7. The Painter’s Means 


The Genesis of a Work of Art 

Between the conception of a painting and its completion 
there is a process of development and growth from an intangible 
idea to a concrete artifact. In the beginning the painting may be no 
more than an attempt to capture a certain gesture, a relationship of 
colors, a kind of hght, a particular quahty of paint or the feeling of 
a mood; in some cases the artist may just start painting with no no¬ 
tion of what he is interested in developing with the paint and will 
find his theme as he works. This process of the artist working and 
looking at what he has done, making studies, putting the paint on 
and taking it off, noticing some characteristic of the painting which 
indicates further possibilities ■within the painting at hand or for 
future pictures: this is a part of every artists work. 

As paintings are studied, with respect and awe, they often be¬ 
come so hallowed and are given such significance that it is difficult 
to remember that they are objects with technical and physical prop¬ 
erties, the product of a man who has manipulated material into the 
form it has. In the act of working with the materials the artist forms 
his purpose, his intention; he gives the seed of his idea a place in 
which to grow, a context of material and technique in which it can 
be realized and made manifest. The kind of paint, the type of sup¬ 
port, and the tradition of the painter constitute a geography in 
which the purposes of the artist can find their way; they m^e up 
the limits and the conditions within which and tlirough which an 
intention becomes a painting. 
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As this analogy of the seed and the soil suggests, a large part of 
the final form of the painting is the product of the process of devel¬ 
opment rather than of the conception with which the artist stalled, 
and the materials of the painter arc a central part of this realization. 


Teclmical Considerations 

A painter works with colors on a support. His central technical 
problems are in finding ways to make the colors adhere to the sur¬ 
face and in discovering the proper tools with which to apply the 
paint. In order to keep the paint on the support some kind of binder 
is either added to the pigment or applied to the support so that the 
color will be held in a chemical bond to the surface of the wall, can¬ 
vas, paper, or wooden panel. The procedure of the common forms 
of painting consists in applying to the surface of the support the 
pigment suspended in some liquid, the medium; in time (the time 
varies), the medium dries leaving the pigment bound to the surface 
of the support. 

Different kinds of painting solve this problem in different ways, 
and the artist develops procedures that suit the technique or tech¬ 
niques he chooses. The painter s method of painting constitutes an 
aspect of his style and of his way of developing a painting. 

Other, very tangible problems involve the artist: the size of the 
painting and the place where he works. These are an important 
part of the physical act of painting and can be profitably taken into 
account by the viewer. The place where the artist worked is espe¬ 
cially pertinent to mural paintings since they were often executed 
where they are viewed. To see some of these factors in operation let 
us turn first to a series of murals in the Brancacci Chapel of the 
church of the Carmine in Florence. They were executed in the tech¬ 
nique known as fresco by one of the masters of the early Renais¬ 
sance, Masaccio. 


Some Paintings Executed in Fresco 

Consider first The Expulsion of Adam and Eve (Fig. 7-1) and 
note the general characteristics of Masaccio’s style—the simple pal¬ 
pable form and the direct naturalism of his figures and their ges¬ 
tures. The color is muted, but this is largely due to the accumulation 
of dirt through the years and to a fire that destroyed much of the 
church in the eighteenth century. (One small section of one of the 
paintings was covered for many years and there the color is much 
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Masaccio. The Expulsion of 
Adam and Eve. 

(1401-1428; Italian.) 

Fresco, 6' 9" X 2' 10%". 

Santa Maria del Carmine, Florence. 
Photo: Alimri-Art Reference Bureau. 

Fig. 7-1- 




closer to its original state and much less dark and gray than are 
the rest of the paintings.) In spite of its muted nature, it is possible 
to see in the originals that Masaccio’s color falls into two general 
schemes: one based on red, blue, a cool gray, and flesh; and the other 
emphasizmg green, yellow, tan, a warm gray, and flesh. The Expul¬ 
sion is an example of the first with the main emphasis on color (in 
the sky and on the archangel) in the top half of the painting. The 
leaves, incidentally, are a much later addition and are interesting 
only in that they allow us to compare two grossly dfflerent kinds of 
painting. The foliage points up the fact that it would be very hard 
to call Masaccio a facile, clever painter. His greatness rests on 
grounds other than skill: on his seriousness (who could call him 
trivial?), his inventiveness, and his honesty. What is meant by hon¬ 
est)’ is simply this: he never tries to fool us into thinking he can 
do what he carmot. Look for instance at the poorly articulated 
hands of Adam. If you question their clumsiness compare them 
with Adam s upper abdomen and the naturalistic skill with which 
it is executed. Masaccio could have hidden the hands but he did 
not, nor did he use anyone else’s device to solve the problem. His 
inventiveness may be rooted in this honesty and the willingness to 
follow’ his insights without cheating on the details. 

It is possible to develop this point by comparing these figures 
with the drawing and the painting of The Libyan Sybil (Figs. 10-1, 
10-2) by Michelangelo. Michelangelo appears to have worked with 
much more ease and certainty than does Masaccio. There is none of 
the clumsy articulation of detail or posture, and the posture is much 
more complex in the painting by the later master. Masaccio’s work 
always looks as though the artist were feehng his way along, search¬ 
ing for the forms he needed. 

W'hen one examines ^Masaccio’s work more closely, one’s sense 
of its searching and serious character is reinforced. The handling of 
the paint is broad, and the space confronts us like space seen through 
a -window or a doorway; it is straightforward and direct. His forms 
are simple and are often shaped like a pyramid. His attention went 
to the large, over-all shapes rather than to the detail. Throughout 
Masaccio’s paintings the gestures of his figures are dramatic, but not 
histrionic. 

In order to see the qualities of Masaccio’s technique more closely, 
let us turn to The Trinity (Fig. 7—2), a fresco in another church in 
Florence. The broad handling is easily noticed in the detail of the 
head of God (Fig. 7-3), in the beard and hair: these are treated as 
masses, not as an accumulation of detail. The detail, even if it were 
easy to execute, would be lost because of the scale (the figures are 
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close to life size). The scratched line around the head of God which 
was used in laying out the painting cannot be seen from the floor. 
We are given some indication of the artist’s awareness of the paint¬ 
ing’s permanent place: he shows the source of light to be falling 
directly on the painting. Since the painting is on the north wall 
of the nave, the light that falls on the painting comes from the win¬ 
dows in the south wall—from above, much as Masaccio has painted 
the light in his painting. What would the source of light be, then, 
for The Expulsion in the Brancacci Chapel if Masaccio was consist¬ 
ent in this? It would be above you and to your right as you look at 
the painting and that is precisely where it is. A device of this kind 
which the artist can depend on is meaningful to him and to you be¬ 
cause it extends the painting outside its edges to the larger context 
of the building which includes both its viewers and the painting. 
Due to this larger relationship he can obtain effects that are im¬ 
possible without it. Look at The Trinity again. Where does the 
artist assume the viewer’s head will be? From the way the perspec¬ 
tive is articulated, the person looking at the painting is facing the 
step up to the floor where Mary and St. John are standing, and on 
which the cross is stationed. We are then at Johns and Marys feet, 
and Christ, God the Father, and the Holy Ghost rise above us to¬ 
ward the ceiling. A step below kneel the donors who gave the 
money for the painting. They too are above us, but we share the 
same space. At least, there is the sense of their coming out from the 
wall into the nave rather than receding into the wall as the other 
figures do. We are joining them in devotion (or they are joining us) 
in the larger context of the church. The religious figures rise above 
them and us, both in the way the figures are presented to us by 
perspective, and in physical fact. The way in which the donors enter 
the space where we are standing includes us in the painters con¬ 
structed hierarchy. 

Since in fresco painting the pigment is applied in water-color to 
wet, freshly laid plaster, particles of lime in the plaster surround the 
particles of pigment; thus, as a fresco dries the color becomes less 
intense, or whiter, than in the original pigment. With its colors of 
low intensity, fresco is well suited to an artist who, like Masaccio, 
is concerned with deep space and the weight and tactility of objects 
in space. Especially in The Trinity and in The Tribute Money (Fig. 
4-21) the tactility of objects and the space they occupy are given 
almost equal importance. The space in each painting is different. 
In The Trinity, an architectural space embraces the figures; it 
arches over them forming an architectural mandorla or “glory” about 

them. 
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Masa(X 30 . The Tnnity. 

(1401-1428; Italian.) 

Fr^co, 22' SM" X 15' 6". 

Santa Maria Novefla, Florence. 
Fhok>: AMnari-Art Reference Bureau. 
Fig. 7-£. 













Masaccio. Detail of God the 
Father from The Trinity. 
Photo: Alinari-Art Reference Bureau. 
















The kind of space represented in The Tribute Money is not 
closed or architectural but is open and filled with atmosphere. One 
measures the space, step by step in a marked recession: the side wall 
of the building, its porch, the trees, and the mountains. There are 
instances of diminishing scale, which are signs of what is forward 
and what is back. The space is not, however, measured with the 
clarity of the cofiFered ceiling in The Trinity. 


Fresco Painting: Technical Considerations 

Fresco is one of the major mural painting techniques; as such 
frescoes are usually large in scale and an integral part of a building. 
A fresco painting occupies a permanent place, fused to the walls 
and not made to be moved. Fresco painting is done in roughly the 
following way; the wall to be painted is prepared by covering it 
with a number of coats of plaster; then the painting is laid out by 
scratching the outlines into the final layer of plaster while it is still 
damp. The final painting follows and the pigment is mixed with 
wnter or water and lime so that it will bind to the damp plaster. 
The artist needs to have a very clear idea of what he is going to do, 
since he must work rapidly before the plaster dries, and the tech¬ 
nique allovra for very little over-painting. Artists frequently use car¬ 
toons or full-scale drawings which they transfer onto the wall in order 
to have the plan carefully worked out before beginning the actual 
application of paint. Delacroix is said to have remarked that the 
necessitv" for having everything ready at once in fresco gives a feel¬ 
ing of excitement directly opposed to the indolence .which oil paint- 
ing gives. Some painters in oil might question the “indolence” 
inspired by their medium, but it is certainly true that there is not 
the same race against time in oil that there is in fresco. 

Fresco technique also lends itself best to a relatively broad and 
flat handling, and subtle gradations of hght are not easily executed 
in fresco. This is one of the reasons frequently given for Leonardo 
da \ inci s avoidance of this technique. The Last Supper (Fig. 2—10) 
was done in oil. It certainly would be very diffi cult, if not impos¬ 
sible, to obtain in fresco the shimmering turn of form which is so 
characteristic of Leonardo’s work and which we have also seen in 
\\ atteau s. There is also a strong bond between a mural painting 
md its location. Since a mural is not movable and is painted where 
it is to be seen, there are a number of constant conditions which 
artists in other media cannot expect. For instance, the relationships 
to the building space, the kinds of Hght, the position in relation to 
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the viewer and to other paintings close at hand are much more con¬ 
stant than they would be for an easel painting. 

In size a mural is usually large so that it rises above the spectator 
and can be awe-inspiring and even overbearing. It is possible for a 
fresco to envelop the person looking at it. The quahties which are 
most common in fresco are, then, broadness of handling, a constant 
environment, and a relatively large size. 


Easel Paintings 

How different is the task of a painter of easel pictures; how little 
can he depend on the environment of his work. But, on the other 
hand, he is also free of the restrictions of a given space and a certain 
building. He is free to paint without the dictates of a particular 
context. This freedom is appreciated by many artists, and they are 
very willing to suffer the disadvantages of being responsible only to 
the edges of the painting. This is the most striking difference be¬ 
tween fresco and oil painting: the movability of an easel picture. 
(Reference here is to oil painting as it is usually done on canvas or 
wood panel; it is possible to use oil for wall painting, but it is not 
common.) The artist rarely paints an oil painting where it will be 
hung and often does not see his work after it is situated. Even if 
he does he has very little control over how and where it is shown, 
what kind of lighting the painting has, and what it is placed next to. 

Let us consider the Spanish painter Francisco Goya as an exam¬ 
ple of an artist who painted easel pictures in oil paint. Goya hved 
the greatest part of his life in Spain (although he did go to Italy as 
a young man and he died in France). He is often described as a 
Spanish artist 'par excelletice; however, his national character and 
the great intensity of his work will not be of special concern in this 
discussion. Emphasis, instead, will be on describing his work as 
typical of a certain kind of artist working in a certain kind of ma¬ 
terial. Goya’s technique of painting has not usually concerned his 
commentators. The reasons for this are several. First, his technique 
is largely a la prima application of paint, that is, direct painting with 
little under-painting and glazing. It offers little opportunity for the 
exposition of the stages or steps in the making of the painting. Sec¬ 
ond, Goya was not an experimenter in oil technique and only sim¬ 
plified the means that were common in his time. Third, and most 
significant, is the fact that his work lends itself to so many other 
kinds of criticism, social and political, psychological, and ideologi¬ 
cal; how Goya paints seems unimportant beside what he paints, and 
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the sources of his art. But if, as an artist, you want to study oil 
painting in its simplest and most direct form there is no better 
“school” than a late Goya. 

Consider, for example, the portrait from the Frick Collection of 
Dona Maria Martinez de Puga (Fig. 7-4). One’s initial reaction to 
this painting is likely to be that its verbal equivalent is “frank.” This 
may not say very much, but it does give some indication of the lady’s 
direct gaze and solid stance and the simple, confident way the por¬ 
trait is painted. The figure is cut oflF at the hips by the bottom of the 
painting; it is cut again by the two colors of the background be¬ 
tween the shoulders and elbows. These divisions of the figure cer¬ 
tainly do not add to the charm and beauty of the lady; they are only 
ways to show her to us. The lighter value of the upper background 
silhouettes the set of her shoulders and her dark, curly hair, and 
draws attention to her face. The darker value of the lower back¬ 
ground minimizes her dark dress, and these two darks set oflF her 
hand, fan, and scarf. This is not a clever painting; we can tell what 
the dfflerent stuffs—gold, silk, lace—are, but Goya does not amaze 
the \iewer with his skill in rendering different materials. Neither 
does he display his sitter in theatrical light as Rembrandt might 
have done nor in a shimmer of paint as in a Renoir portrait. Perhaps 
the only way to approach the technique of a painting like this one 
is to surest what Goya has done by indicating what he has not. 
Goya s portraits are an excellent “school” for a painter because he 
does not seduce with his technique. With his boldness and sim¬ 
plicity he can teach us many of the possibilities o£ ala prima paint- 
ing. Perhaps the most profound lesson in this painting is how much 
strong, sure drawing with the paint can mean to an artist and how, 
if the artist chooses, this drawing can produce a great painting 
without technical display. Goya is, perhaps, the first artist after 1500 
to teach this lesson which has meant so much to twentieth-century 
painting. 

It is sometimes argued that the technical means must change 
with the subject, and if this is taken to mean that all aspects of 
technique should change, it is clearly not true. But there is some 
truth in the argument, as two paintings can show us. 

The best place to start is with the kind of light the artist uses to 
expose his subjects. In the portrait of Dona Maria there is no clearly 
defined source of fight. The lady appears to be standing in the dif¬ 
fused daylight of her home or the artist’s studio, and we are not 
^ven indications of either time or place. This is, of course, very fit¬ 
ting if the painting is to present a person’s appearance apart from 
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Goya. The Third of May, 1808. 

11746-1828; Spanish.) 

Oil on canvas. S'9" x 11^4'''. 

The Prado, Madrid. 

PL IVa, 






Klee. Around the Fish. 

(1879-1940; Swiss.) 

Oil on canvas, 18%'' X 
Collection, The Museum of Modern An, 
New York. 

Mrs. John D. Rockefeller, Jr. 


















Goya. Dona Maria Martinez de 
Puga. 

(1746-1828; Spanish.) 

Oil on canvas, SIW' X 23". 

Copyright The Frick Collection, 

New York. 

Fig. 7 - 4 . 








the environment. The idea that an individual lives in a certain way 
and comes out of particular circumstances is not significant to Goya 
in this painting. This is not, however, always true of Goya’s por¬ 
traits. Consider, for example, the portrait of Don Manuel Osorio 
(Fig. 7-5) in which the things which represent his world become an 
important part of the theme of the painting. 

The second painting. The Third of May, 1808 (PL IVa) is a 
verv' precisely described event. It is dated “3 May, 1808,” and the 
slc}' is dark. The patriots are flooded with light from a lamp and are 
making their last gestures and cries before they are executed. The 
“timeless” element is the firing squad. Their backs emphasize the 
repetitiousness of xmiform and stance. They are the ubiquitous, 
anonvmous executioners acting on orders. Each of the patriots is a 
clearlv differentiated individual or at least a type. Each is described 
as a person by the way he behaves in an extreme situation much as 
an actor presents the character he is playing. In this painting we 
see one of the most dramatic events conceivable. But compare this 
with Masaccio’s Expulsion. Masaccio can rely on the weight of 
religious tradition in his painting of the Adam and Eve story. Any 
person who is at all familiar with the biblical tradition will know 
what came before and what follows the incident painted. The paint¬ 
ing is not independent of its place in a large tradition; if it were, 
certain th i ngs in it, the angel for instance, would appear nonsensical. 

Goya cannot depend on a tradition to fill his painting with mean¬ 
ing. Unless we have studied the history of his time we know nothing 
of who the soldiers are or whom they are executing. The force of the 
painting must come from general feelings about kflling and from the 
nature of the presentation. Many easel paintings are divorced from 
a constant situation not only by their portability but also by their 
subject. Goya’s answer to this problem was to address his art in 
many cases to situations which are highly charged with emotion of 
extreme and general lands—like war, death, senility, insanity, wor¬ 
ship, and v'amtv’. However, Goya’s portraits are not for the most part 
representative of any of these or other emotions; yet they have a 
related power. Much of the strength of Goya’s paintings rests on his 
technique, and we cannot afford to content ourselves with a study 
of his subject matter alone. 

This point can be made very specifically with one of the so-called 
dark paintings. These were painted by Goya for his own house 
outside Madrid and represent some of his most personal and inter¬ 
esting work. Look at Two Old People Eating Soup (Fig. 7-6). The 
subject is strange and the presentation of it is almost ghoulish. It is 
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Goya. Don Manuel Osorio de 
Zuniga. 

(174a-1828; Spanish.) 

Oil on canvas, 43%'' X 23". 

The Metropolitan Museum of Art, 

New York. 

The Jules S. Bache Collection, 1949. 






Goya. Tux) Old People Eating 
Soup. 

(1746-1828; SpanisL) 

Oil miiral transferred to canvas, 

20^8" X 

The FmdOy Madrid. 

Fig. 7-6. 


kept from being a horror picture similar to many we can find in the 
nineteenth century by the simple fact that it is well done—the draw- 
mg and paint handling are masterful. 

How the work is done is as important as what it is about. The 
two are so closely tied to each other that in many ways it is senseless 
to try to separate them. This is especially true if the subject of a 
painting is looked upon as a much larger thing than the title usually 
indicates. If what the painting is about is seen as including charac¬ 
teristics like the quality of paint and drawing, the kinds and rela¬ 
tionships of color, the size and format of the painting, and the tradi¬ 
tion and style of the painter, then it is clearly very difficult to sep¬ 
arate the “how” from the “what.” 
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As has been indicated in Part I, “What the painting is about” is 
the theme of a painting, not merely the subject, and the techniques 
and forms are a part of that theme. If we allow omselves to talk 
about the sharp angles or the heavy shapes we are not just thmldng 
of an angle that is less than ninety degrees or a shape that is large 
in the painting. We imagine something of the heaviness of the shape 
if we were to lift it and the sharpness of the angle if we were to 
run into it. These experiences seem to be very much a part of what 
a painting is about. 


Painting in Oil: Technical Considerations 

Oil paint offers the greatest range of handling of any techniques. 
This is one of the reasons why it has very nearly dominated painting 
since the middle of the sixteenth century. Oil can be used for almost 
any kind of painting, but it has been used most in painting pictures 
which are portable and usually hung on walls. This is commonly re¬ 
ferred to as easel painting. The scale of an easel p ai n tin g is not 
clearly set, but generally it wiU be big enough to be seen from four 
or five feet and not too big to go through a door. These observations 
may sound trivial unless you realize that one of the most important 
characteristics of a painting is its scale in relation to hrunan scale, 
and the size of the space which surrounds it. Musemns frequently 
swallow up small paintings in the large space of a public bu il d in g. 
This has led many artists to paint what they call museum paintings, 
that is, paintings which are too big for homes but which will fit the 
space of a musemn. Goya’s The Third of May, 1808 (Pi. IVa) and 
Picasso’s Guernica (Fig. 3-7) are both cases in point; they are not 
for private, domestic use. The artist who paints easel paintings in 
oils generally works in the following way: he applies his paint on a 
support of either canvas or wood, the surface of which has been pre¬ 
pared in such a way as to isolate the support from contact with the 
oil paint. The reason for this is that the oil in the paint would in 
time rot the wood or canvas. The isolating is finished with a ground 
which gives the artist a luminous surface to work on. 

The colors are ground into a paste with the addition of oil— 
usually linseed oil-and can be apphed directly in this form. The 
painter wfU often thin the paint with oil, varnish, turpentine, or a 
combination of these. The artist can use oil paint in many ways, 
and in his technique alone, we can find clues to the attitudes under¬ 
lying his work and the factors which are constant in the “world” 
he constructs. 
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He can make the paint very thin and transparent and supply it 
as a \rash which veik the ground with color while the ground gives 
luminosity to this color; he can use the thin, transparent paint as a 
glaze to alter the color slightly and to develop a sense of solid form. 
The artist can also keep the oil color opaque and apply it flatly and 
directly; or by not thinning it at all, he can build rich, thick, heavy 
textures. Most artists do not do just one of these things in a painting 
—they use the paint in widely different ways in making a single pic¬ 
ture. The ways they choose and the sequence of their methods tell 
us somet h i n g of the artist’s attitude toward his work. It should, 
however, be emphasized that no single aspect of the work of art 
tells everything and that learning to understand a painting is a 
process of bringing to bear all the available information. The reader 
needs to remember that the work of art as a whole is much more 
than technique. 

Consider again the Two Old People Eating Soup, especially the 
thickness of the paint and the way it is drawn into by the brush. 
The pull of the sticky paint as it was pushed around the socket of 
an eye, down a nose, around the bowl of the spoon or across the top 
of the blanket is a part of the meaning of the painting. The state¬ 
ment and how it is made are wrapped in, around, and through each 
other. In Goya s work, as in Masaccio’s in a somewhat different way, 
the form and techmque do more than indicate something of the 
mea nin g. They are a part of the meaning. Much of the excitement 
of looking at paintings is in the discovery of how each artist uses his 
materials, his feehngs, and his ideas. 

The variety’ of the painter’s methods is revealed vividly if we 
turn now from Goya’s paintings to those of Paul Klee, the Swiss 
artist. Much of Klee s work is in water-color, both transparent and 
opaque, and most of it is small in size. Both the technique and the 
size contribute to the differences in ways of going about painting. 

The Comedie (Fig. 7-7) can show something of what we mean. 
This painting is only related to Two Old People Eating Soup insofar 
as both are concerned with aspects of what it means to be a human 
bemg. But what different sides of that condition! For Goya, in his 
painting, feelings about human life are shown as a part of senility, 
sickness, and hunger; for Klee in Comedie this state is summarized 
in the puppet-like movements of figures on a stage indicating how 
both in the theater and in social life we only play roles which are 
transparent and farcical. It would seem that both artists are telling 
us of things that must be faced, but they are very different things 
and must ba faced for different reasons. 
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Klee. Comedie. 

(1879-1940; Swiss.) 

Monotype and water-color on paper, 

12" X 17%". 

Reproduced by courtesy of the Trustees 
of the Tate Gallery, London. 

Fig- 7-7- 


There is in Goyas painting a kind of fleshiness about the paint, a 
hint of the soft but resilient and sometimes sticky feel of a body. 
In Klee’s painting there is none of this. His paintings rarely appeal 
to the sense of touch. The appeal hes more in the pictures we form 
in our minds of simple ideas. It is one of Klee s greatest concerns to 
show in the least terms and the simplest images, the things, people, 
and emotions about which we feel very strongly. 
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First, the technique is the simplest: just stains and lines on the 
surface, which is not to say that this is not very difficult to do well, 
but it is not complicated and does not display virtuosity. Second, 
the over-all shapes of the figures are simple and made up of varia¬ 
tions on geometric shapes presented in a direct, uncomplicated way 
with little illusion of space. The shapes that make up the frieze of 
figures are broken up and decorated with straight fines, dots, dashes, 
and curliques and laid against a regularly modulated background 
of color and value. 

The painting can be seen as a joke. It makes an ironic comment 
on the way of fife it represents, and at the same time enjoys that 
human folly. The painting also points to the kinds of similarities 
which may occur to us. For instance, how some people when dressed 
up actually look like they are turning into a plant, a lamp, or a tower 
as the four figures on the right-hand side of the painting do. The 
segmented drawing contributes to this and leads to further notions 
of, as we have mentioned, puppets and dolls, and leads us to addi¬ 
tional understanding, through pictorial metaphors, of how we look 
and how we five. It is wise to remark here, that although Klee’s 
w'ork seems, so often, to be about things that are within the range 
of language, it is hard to find words to reveal some of the meanings 
in it 

As we have noted above, the danger of talk about the painting is 
that we tend to lose its directness, its simplicity and richness of 

meaning. 

Another painting by Klee carries this matter further. Around the 
Fish (PL rvb) is a still fife in oil on canvas. It looks fairly easy; it 
is such a delightful picture. Klee is able to paint some of the beauty 
and some of the unpleasantness of seeing a fish on a table. He 
equates it with a floww put in water and with a cut cucumber. 
Much of what he sees he reduces to repeated geometric shapes, 
cur\ns, circles, and straight lines. The simplicity of his conception 
again is striking. The colors like the shapes are simple and sepa¬ 
rated from each other. Everything is clearly defined, a character¬ 
istic, as has been pointed out earlier, of mental imagery. 

The remark is often made that Klee’s paintings are child-like, 
and this comment is almost as frequently denied. Consider this 
painting for a moment in the fight of these comments. The sim¬ 
plicity, clear defimtion, and picturing of a thought is like the work 
of a child. This particular painting is also almost jewel-like; its clear 
bright colors glow on a dark ground. The fairly shallow space is also 
reminiscent of children’s paintings, and the painting’s freshness gives 


204 


THE ARTIST LOOKS AT ART 



a feeling that both the viewer and the artist are seeing these things 
for the first time, a feeling akin to the naivete of a child. 

It is, however, a mistake to assume that Klee’s work is childish; 
that it is untutored, primitive, and unreflective. Klee’s is an ex¬ 
tremely reflective kind of painting. He is constantly forcing himself 
and the viewer to reconsider his thoughts and perceptions. In 
Around the Fish we are confronted with a group of stiU-hfe objects 
among which is a man’s face with an arrow pointing at it, an ex¬ 
clamation mark, a sun and moon, and a cross. Two of the flowers 
in the foreground seem to be growing out of what should, in the 
everyday world, be a table. The relationships among the objects in 
this and in many of his paintings are humorous, and like many jokes, 
the humor can lead us to reflection on how we see the world. 
Through these qualities of simplicity and humor, Klee opens us to 
thought just as does the work of many children. 

Turn now to another of Klee’s paintings. The Twittering Muchine 
(Fig, 7-8). The media are water-color and ink The water-color is 
used as a stain to tone certain areas with slightly different colors; 
the ink is used for the line drawing of the four twitters, their crank 
and stand, and the mottled dark spots around the machine. The 
drawing was probably done first by a technique, which Klee often 
used, of applying ink to a surface and then placing the paper on the 
inked surface. By drawing on the back of the paper he picked up 
the ink in those places he wanted it. The mottled areas are caused 
by the paper’s contact with the inky surface. After this the water- 
color was applied to the dampened paper, or the water was put on 
the paper after the paint. In either case we can see how the paint 
was made to run and blend on the surface. 

The small size of the painting, although not the came^ of this 
play of technique, makes this way of working possible without a 
great deal of preparation. The painting can be easily handled, while 
its small size gives both the artist and die viewer a sense of ease and 
intimacy with it. 


The Technique of Water^Color 

The term water-color covers a number of different materials that 
share the quality of being soluble in water. The most common de¬ 
ference among the various water-color paints lies in the material 
that binds the pigment to the painting surface. In some, animal 
glues are used; in others, vegetable substances, while in some newer 
materials the binder is a plastic. With the exception of the latter. 
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Kxee. The Twittering Machine. 

(1879-1940; Swiss.) 

Water-color and inic, 16M'^ X 12". 
C^Mection, The Museum of Modem Art 




it is difficult to build a thick, textured paint surface in water-color, so 
most artists rely on thin paint and the washes and staining to which 
watery paint lends itself. 

Until recently water-colors were small in scale and were used 
most often for the illustration of books or as an extension of drawing. 
In the second case the water-color is simply used to tint and accent 
the drawing. When painting is used for illustration it of necessity 
becomes subservient to the text, and this role irritates modem sensi¬ 
bility, but the literary nature of many water-color paintings is hard 
to ignore. Klee’s work, as we have seen, has a very strong literary 
quality though it does not specifically illustrate a text. 

Water-colors are usually close to the size of a book page. As such 
they should be held and looked at, rather than hung on the wall to 
be seen from a distance. One of the disadvantages of museums is 
that there we can rarely hold the painting to achieve the kind of 
relationship with a small painting which seems so natural for it. 
(This is possible, however, in the print and drawing rooms in many 
museums.) The small painting, like prints and drawings, and unlike 
fresco and large easel paintings, clearly has this characteristic: it 
lends itself to a very comfortable and intimate appreciation. Instead 
of being a part of a building or a painting on an impersonal wall, 
it is a thing to be taken out and looked at like a book and put out 
of sight until it is used again. 


Considerations of Technique 
as Related to Aesthetic Character 

We will turn now to a series of individual works in order to see 
in a variety of uses of a single medium or of mixed media some of 
the range of possibilities in easel painting. 

Picasso’s Weeping Woman (Fig. 3-6) impresses the viewer most 
by the directness and the heaviness of the painting. The drawing is 
bold, dark, and muscular. The color is flat and bright. There is al¬ 
most no modulation of the color within an area and it is usually 
painted within the limits of strong black outlines. The whole seems 
to be a denial of the gentleness and grace of the painting of half a 
century earlier, of Impressionism. Compare it for instance with 
Monet’s View of Amsterdam (Pi. Ilb). How Picassos technique 
matches the subject of his painting! How well it shows the bold, 
harsh distortion of grief, the brutalizing effect of tears. 
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compare it to the portrait of Giovanni Amolfini and his wife by 
Jan Van Eyck (Fig. 7-9). What differences come first to your mind? 
The immediacy, speed, and violence of Picasso contrast sharply with 
the distance and patience of Van Eyck. The Amolfini double por¬ 
trait is painted on a panel in oil and tempera. The figures are placed 
in an illusion of space which is shown by the illusion of light. The 
term illusion is not used here to suggest that Van Eyck is trying to 
fool us, but to draw attention to the fact that Picasso uses neither 
Kght nor space to create an illusion. Picasso’s painting, as has been 
pointed out, has less to do with our visual and tactile perception of 
the world outside ourselves than it has to do with our physical 
awareness of our own bodies. 

Van Eyck is very much concerned with his sense of touch and 
\Tsion. Each thing represented, even though it has a meaning other 
fhflT) a formal or phenomenal one, is represented with the greatest 
care for how it looks and feels. The painter uses his brush and paint 
to differentiate the kinds of quahties of the materials and objects in 
the space and the light in the room. 

If we contrast the Van Eyck and the Picasso with Rembrandt’s 
Portrait of Himself (Fig. 7-10) another group of differences and sim¬ 
ilarities comes forward. The quahty of the paint in the Rembrandt 
is thick, often thicker than that in the Picasso, but it is handled in 
a different way. The paint is built up over a period of time; the 
brush moved much more slowly in Rembrandt’s hand than it did in 
Picasso’s. Rembrandt, like Van Eyck, is interested in how forms look 
in light, but he is much less interested in the sense of touch, and his 
kind of light, the light that he describes in painting, is not the kind 
that Van Eyck paints. The way in which Rembrandt paints the 
clothes he dressed himself in indicates less how they would feel to 
the touch than how they look when hght catches clothing made of 
different fabrics and cut and sewn in different ways. Consider the 
full sleeves and folds around his wrist, the puckered cloth around 
his chest, and the twisted rope of fabric around his waist. In each 
we can see the thickness and the body of the paint, in each it is 
handled in a way that suits the look of the kind and condition of 
the cloth. Around the wrist, the paint was pulled in easy curves; 
across the chest there is a flick of paint above the pucker and pulling 
straight down below; but the pull in neither of these places is as 
great as in the sash. In each case the gesture or stroke of the bmsh 
imitates the movement of the cloth. 

Van Eyck shows us the way materials move, but not through the 
way his brush moves. While Van Eyck describes how material looks, 
Rembrandt duplicates its gestures with his own. 
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Van Eyck. The Arnolfini Double 
Portrait. 

(fl. 1422-1441; Flemish.) 

Oil and tempera on oak, 31%" X 2314". 
Reproduced by courtesy of the Trustees, 
The National Gallery, London. 

Fig. 7-9- 













Rembrandt. Portrait of Himself, 

limr-im9; Butch.) 

Oil on canvas, 51%'^ X 40^4". 

Copyright The Frick Collectim, 

New York. 


Jdi (irande Odalisque. 

(1780-1807; I'Voiioli.) 

Oil oil (taiiviiK. 

Tho fjoutmi, Paris. 

Fig. 7--'i I, 


Mons clo.s(j]y rolaltsd to Vui) Jilyck than Ihimbrandt’-s Portrait or 
Pica.s.so’.s Weeping Woman is La Grande Odalisque by Ingres (Fig. 
7-i I ). The Odalisque is like th<j double portrait in two particularly 
apparent ways: first is the smooth, enarncl-like surface of both. The 
artist in each ca.se .stserns to have eliminated as far as he could any 
brush marks or indication of wliat happened before the painting was 
fini.shcd. Neither artist allows us to glimpse the work and time that 
wont into the painting. We can only sec the product of his work 
and not its progress. Second is the emphasis on line in the paintings. 
The forms within tins painting are clearly distinguLshed from each 
othcir by tho prociS(!, fine line, it is almo.st always pos.sible to know 
where the (jdge of each part is and where the next part begins. An¬ 
other look at tlic Hembrandt makes this clear. Try, in his Portrait of 
Him,self, to trace around tho hat at exactly where it ends and the 
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backgrouncl lKsgin«. Thtai try to do lliis wllli tlio Ingros, tho Viin 
Eyck, and tlio Wcjw.so. In (ho laxl, doesn’t tlic tjin'.stlon (»f the In.sido 
or the outside of the line eoiiui up? Why didn’t that epnsstion arise- 
with Van Eyck or Ingres? Is It only that tlni litie i.s too thin? 

It is lntor(!Sling that thtire are two v<irsions of this OdaUmfue })y 
Ingres. One is in llie Mfctropolilun Mu.sedun in New York and an¬ 
other, the painting niprochieed luire, in '‘I'ln! i(Onvr<! in Paris. Tiiey 
are very much alike except that llie. one in New York is in f^rimUle, 
that is, it is painted in differtiiit valiuts of a hliKJ-gruy, while llus one 
in Paris is painted in a range of colors. This indicates soinrsthing of 
Ingres’ concern with line and form a.s tlxfy can Ixi srum apart from 
differences in hue of tire things he paints. I’o ingrtis, draughtsman¬ 
ship was the essence of painting, lie i.s ((noted us saying, “To draw 
is not .simply to reproduce ontlino.s; drawing do(s.s not consist mercsly 
of making strokes; drawing is as well tins (sxpn^ssion, tin* inrasr struc¬ 
ture, the ground work, tlm form, ... If I luid to put a .sign almvo 
my door, I would write School of Drawing and I am stmf I would 
turn out painters.” 

An artist who, like H(sml)randt hut V(?ry indike Ingres, in con¬ 
cerned with the .sticky ((Uality of paint is tln( American (Hiinter 
Willem do Kooning. In his Woman, I (Fig. 7-12) w<! cun find many 
of the conccinis wo have been considering. Perliups tint otrly interest 
he has eliminated is the nsprescntalkm of lhirig.s as tluiy ur<? .s(!en and 
touched. There certainly are in this painting the pu.s.ston and distor¬ 
tion wo saw in Picas.so, and the gestunr of tlu! hand a.s it lays on the 
paint, which we saw in Rembrandt; hut luire it dotss not rcihsr to the 
movement of fabric or flesh. Finally, thons is a strong ustt of draw¬ 
ing which, however, never quite cmclostis tins form as it did in the 
Picasso, the Ingres, and the Van Eyck. 

The aspect of do Kooning’s painting that n(,-ed.s particular em¬ 
phasis is the gesture of the hand applying the paint. This is by no 
means his only concern, nor is ho the first artist to .show the viewer 
something of the act and tools of painting. It is possible to find this 
in the work of many painters, but in dc Kooning’s work one is espe¬ 
cially aware of it. You can almost feel the twist in your wrist as you 
look at the large hooked strokes around the breasts; and yon feel it 
in your shoulder when you see the broad brush stroke! down the side 
of the painting. The brushes used are big ones; we arcs aware of the 
different sizes used. Note, for instance, thes drawing around the eye 
and the stroke across the lap. The paint in all cases is a thick, sticky 
stuff made of bright pigments ground in oil. The act of painting is 
full of movement and involves materials to paint with and on. De 
Kooning makes us very much aware of this. 
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De Kooning. Woman, I. 

(1904- ; Dutch-bom American.) 

Oil on canvas, 75" X 58". 

Collection, The Museum of Modern Art 
New York. 


Fig. 7-12. 








Throughout tills chaptor the iiiloution has been (o uiako the 
reader aware of a munber of dilferetil kinds of experiences of which 
the working artist is aware, Miieh of liis awareness is of ihe nietliuin 
he is using and the way or ways he finds to use it. We sliould not 
take a narrow view of technique and think of it only as the par¬ 
ticular material the painter paints with; oil, friisco, water-color, or 
some other medium. There are other physical considerations like 
size and situation; there arc the choices of how much the artist will 
show of the process of making the painting, what (jualities he will 
emphasize in both the material from which he draws and the mate¬ 
rial with which he works. The artist will often not know what ho is 
doing until he has finished. He will feel his way through his expe¬ 
riences, both in the painting and outside it, searching for whatever 
he may find. A person looking at a painting must often work in the 
same way, feeling his way along, referring now to the painling and 
now to memory, and now to a hope or “hunch.” laiarning rules 
about how a painter works will not lead to understanding; allowing 
yourself to learn from a painting will. 

Suggestiom for Further Beading 

Constable, W. G. The Painter'.^ Workshop, New Ynrki Oxford tTii!ver.sily 
Press, 19S4, 

An interesting picture of mothods unci ))rocodnr(w ut viirlons timess in the 
history of art. 

Doehneb, Max. The Materials of the Artist and Thoir Vso in Painting. Nesw 
York: Harcourt, Brace & World, Irie., 1949. 

Useful in a .study of the materials ii.secl by various artists. 

Goldwater, R., and Treves, Mario, Ed. and Trans. Artists on Art, from the 
XIV to the XX Century. Now York: Pantheon Books, Ine., 1945. 

A valuable anthology of statements by artists about art. 

Holt, Elizabeth Gilmore, Ed. A Documentary History of Art, 2 vols. Clurden 
City, N. Y.: Doubleday and Co., 1957. (A'Doubleclay Andior Book.) 

A selected anthology of the literature of art history. 

Mayer, R. Handbook of Materials and Technioues. New York: Vikina Press, 
1957. ^ 

Useful in connection with the individual palettes of various painters. 

Pope, A. Introduction to the Language of Drawing and Painting. Cambridge, 
Mass.: Harvard University Pre.ss, 1929. 

One of the best and clearest statements of a theory of color. It has been 
described as “Art explained to a scientific ago." 

Thompson, D. V. The Materials and Techniques of Medieval Painling. New 
York: Dover Press, 1956. 

Of particular interest for the author’s discussion of the sources of the 
medieval painters colors, and for the character of his technical procedures. 
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8. Moore’s Two-Piece 
Rcclinmg Figure 


A Recurrent Theme in the Work 
of Henry Moore 


IVIany artists in a lifetime of work return again and 
again to a theme or to a cluster of themes related to a certain sub¬ 
ject. It has been suggested that this is a part of the nature of artistic 
activity: that individual artists and even whole civilizations have 
only a few notions and these notions simply occur over and over in 
diJfferent forms. An artist like Vermeer, who devoted most of his 
known work to the subject of an interior of a room and the theme of 
the beauty of ordered security; or a civilization like the Hellenic, 
which so often used the subject of the nude male to embody an idea 
of human excellence—these are but two examples of this thematic 
recurrence. Whether this is the case for all art is questionable, but 
for certain individuals this pattern of recurrence is clearly evident; 
Henry Moore is one of these artists. 

Moore’s work can be seen as turning around several subjects— 
reclining figures, abstract forms, seated figures, and heads. He has 
made a large number of pieces of sculpture in which there are often 
recognizable representations of parts of the human body. It is one 
of these reclining figures (Fig. d-1), a later example of this subject 
in Moore’s work, that will be central to the discussion in this chapter. 
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Moobe. Two-Piece Reclining 
Figure No. II. 

(1898- ; English.) 

Bronze, H. 50", L. 99%". 

Collection, The Museum of Modern Art, 
New York. 

Given in memory of G. David Thompson, }r., 
hy his father. 

Fig. 8-1. 








The posture of Moore’s figures has two constant characteristics: 
the head is set erect on the shoulders, while the upper torso rests on 
one or both elbows. Sometimes the figures rest on the small of the 
baek with knees up and feet close to the buttocks; at other times 
they lie on one hip with bent knees. (See Fig. 8-2.) 

The representation of a human being lying down with the upper 
torso supported on one or both elbows has appeared fairly often in 
art. Examples which can be seen in this book are the Dionysos from 
the Parthenon (Fig. 8-3), Michelangelo’s Adam (Fig. 8-4) and his 
Night (Fig. 9-7), and Ingres’ painting of the Odalisque (Fig. 7-11). 
As these examples indicate, the purposes for which this posture has 
been employed are varied. The position has been used, among other 
things, to embody a feeling of repose and sensuality, a sense of 
weight and oppression, an idea of solid stability; or to represent a 



Moore. Recumbent Figure. 

(1898- ; English.) 

Homton stone, H. 35", L. 50". 
Reproduced hy courtesy of the Trustees 
of the Tate Gallery, London. 

Fig. 8-2. 











Dionysos. 

East pediment of the Parthenon. 

Marble, L. S' 8". 

Courtesy of the Trustees, The British 
Museum, London. 

Hirmer Verlag, Munich. 





Michelangelo. Creation of 
Adam. 


(1475-1564; Italian.) 

Fresco, ceiling of Sistine Chapel, 

The Vatican, Rome. 

Fhoto: Alinari-Art Reference Bureau 








stone sculpture of a rain god (Fig. 8-5). In this piece he found 
more than just the posture; he also found a use of materials which 
appealed deeply to him. The closeness of the Mayan figure to the 
shape of the block from which it was carved and the stone-like look 
of the forms seemed to Moore to show a kind of honesty, a “truth to 
materials,” that was lacking in much Western art. (He did believe 
that some European art, hke Romanesque and early Gothic, had 
these qualities of honesty and truth to materials. It is doubtful that 
it is the truthfulness of the way the artist worked that produced this 
sense of honesty; it seems more likely that it was the common asso¬ 
ciation with probity of simple shapes, directness of gaze, and relative 
symmetry.) Moore was able to find in this piece a point of depar¬ 
ture and the rationale he needed to work. Given this direction the 



Chac-Mool, the Rain Spirit. 

Mayan. 

Limestone, L. SSVi". 

Museo Nacicmal de Antropologia, Mexico. 

Fig. 8 - 5 . 






artist and his sculpture were able to go ahead gradually, to develop 
and to discard in the course of development many of the initial jus¬ 
tifications for working in a particular way. 


Tke Sculptor’s Craft 

A sculptor like Moore is deeply concerned with the craft of 
sculpture—the physical construction of the sculptured object and the 
various skills that go into making sculpture. Artists of all kinds are 
involved with the techniques and principles that lie behind and in¬ 
sure a durable work of art, but there are some who are only inter¬ 
ested in putting down what they think or feel, and see technique 
only as a vehicle for this expression. Although an artist hke Moore 
puts the expressive content at the center of his work, the sculptor s 
craft has more than a subservient role to play in his work. The 
technique and how it is manifested in the finished work is a part 
of what is expressed. The artist shows the viewer something of the 
process by which the final result was obtained. This working- 
through of a piece is an essential part of the finished object. 

The different surfaces which can be noted on the two reclining 
figures (Figs. 8-1, 8-2) and the expressive associations which these 
different textures have are part of this complex of meaning and 
craft. The smooth finish on the stone of the earlier piece required 
different tools and different gestures to produce than the scrapmg 
and rasping which gave the rough skin to the later bronze. 

Moore has always worked as both a carver in stone and wood 
and a modeler in plaster and clay. He is equally at home m building 
up his pieces and in carving them out of a block of material. In this 
range of technical resource he is unlike many contemporap^ artists, 
who although they may know different techniques, are only at ease 
with certain materials. Because of this ability to make his sculpture 
in a number of different ways, Moore has been able to expand the 
motifs he is attracted to in both form and material. 


The Relation of Theme to the 
Sculptor’s Experience 

Before an artist finds any motif which appeals to him he wffl 
often have had experiences which are related to motif m a num¬ 
ber of ways. The experience of the position and postme of the y 
is one of L most oLous forms of an occurrence whrch .s not nec- 
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essarily artistic but which all of us share, and which has been a 
steady source of motifs in art. Many other ways of being related to 
a motif are possible, and a number of these have been suggested in 
Part I of this book. As far as the posture of the reclining figure is 
concerned, we have all lain or seen others lying on beds and in bath¬ 
tubs, on beaches and on lawns. We have braced ourselves up on our 
elbows and felt the push against our shoulders and necks. These 
may not be clearly remembered, and it is important to realize that 
they need not be; these experiences are a part of our lives. Moore, 
in this piece (Fig. 8-1), characterizes the sense of the undramatic 
recurrence of the posture. It is more like rising from sleep than fall- 






ing from a wound. He has in other sculpture, like his falling war¬ 
riors, depicted the more active, theatrical side of the reclining 
human body. 

If we contrast one of these falling warriors (Fig. 8 - 6 ) with the 
reclining figures, the themes of both may be put into higher relief. 
The fallen figure is off balance; he is hitting the ground, not lying on 
it. There is no sense of repose and inaction. There is a dramatic 
action and that is of failure and injury. The center of the thematic 
difference is, then, the difference between lying down and falling 
down. Moore seems also to indicate that this is a difference between 
men and women. The reclining figures, when they have a recogniz¬ 
able sex, are all women; the fallen figures are men. Woman, for 
Moore, is passive, secm-e, and reliable; man is active, violent, and 
Hable to be hurt. It can be noted that Moore’s fallen figures do not 
occur until the 1950’s when the artist expanded or developed new 
aspects of much of his work, and was able to find in the forms of 
classical Greek sculpture a meaningful point of departure (Fig. 8-7). 



Dying Warrior. 

East pediment of the Temple at Aegina. 
(c. 490 B. c.) 

Marble, L. 72%" 

Glyptothek, Munich. 

Fig. 8 - 7 . 





We also have many experiences of shapes disposed in space. Peo¬ 
ple and things are always in a spatial relationship to each other, and 
exploring these relationships is an early activity of human life. The 
knowledge of the space around us and of the things which break it 
up—or break into it—is needed for Hfe just as the knowledge of our 
posture is necessary. We experience space and shapes largely through 
sight and touch, and posture largely from oiu- proprioceptive sensa¬ 
tions. This is aU part of our basic human store of knowledge, impor¬ 
tant to all of us, though, in most, relegated to the area of automatic 
response. We need not think in order to turn aside from a large 
object directly before us in space. But the artist in his related forms 
activates the relationships; he brings into conscious, aesthetic aware¬ 
ness relationships that are basic and vital to human life. 

The shapes in Moore’s sculpture frequently bear a strong similar¬ 
ity to some natural formations. This is not surprising since he has 
spoken so often of his interest in material and in the ways that the 
forces of nature give forms to things. Weathered rocks and drift¬ 
wood immediately come to mind, and larger formations like moun¬ 
tains and river beds also seem relevant. He is highly selective; there 
are not, for instance, any crystalline forms in his work, and his selec¬ 
tion leans toward the smoother, more flowing, closed shapes. The 
lighter, more open forms in nature and space, like clusters of leaves 
and twigs or feathery clouds, are also absent from Moore’s work. 
He rehes almost completely on the natural formations which lie close 
to the earth or those, like the trunk and lower branches of a tree, 
which rise from the groimd thickly, with a muscular look about 
them. A sense of solidity and stability is common to such natural 
formations; it is this quahty that Moore relies on together with the 
feeling of timelessness which is common to these natural forms and 
to his work. 

What concerns us here is not that this sculptor’s work is not ency¬ 
clopedic; every artist selects from his sources whatever they may be 
—nature, social hfe, his own personality, and so on. Our concern is, 
rather, to discover what is chosen and what is discarded of the pos¬ 
sible forms and the feelings and associations common to those he 
uses. There will never be absolute concurrence among individuals 
in these affective attitudes, but it is possible to agree roughly on 
w'hat kind of experience the work appeals to, and it is even more 
possible to agree on the lands of experience which are not called up 
by the work of art. There comes to mind no instance in Moore’s 
work which could be called wild and frenetic or light and gay; in 
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most instances it is serious, monumental, heavy, and stable. By 
ascribing these latter qualities and not the former, the associations 
with timelessness and security are derived. 


The Two-Piece Reclining Figure No. II 

The bronze Two-Piece Reclining Figure No. 11 (Fig. 8-1) is an 
example of Moore’s later work (1960) in which human posture and 
rock-like forms are given an almost equal place in the sculpture. 
The work is in two sections; the head, arms, and upper torso form 
one part; and the legs and hips, the other. The anatomy of the figure 
is only suggested, roughed in, but the imphcation of its hidden 
structure is unmistakable. The head is a short column rising from 
the top of the left-hand block, and the lower legs are represented 
by a break in the bottom of the block to the right and an indication 
of knees at the top of this block. 

The two pieces of this figme look Hke large chunks of weathered 
and carved stone, but the stones have been carefully placed in rela¬ 
tion to each other like those in a Japanese garden, or, as the artist 
has said, in natural formations like the cliflF at fitretat, shown here 
in a painting by Monet (Fig. 8-8). The use of separate but com¬ 
bined shapes also suggests the bringing together of two human 
beings in a spatial and psychological connection. ^loore seems to 
suggest that any body, whether it be organic or inorganic, is relat^ 
to others as parts of the human body are related to each other. We 
are not made to feel a sense of dismemberment, that a human being 
has been pulled apart. Rather, because of the sohdit)' and the evo¬ 
cation of security this piece has and gives, there is instead a sense 
of the strong ties between separated entities. These charactenstics 
of the piece exemplify the artist’s interest in nature’s ways ot shap¬ 
ing materials, and in suggesting what is necessary to fife. He uses 

the human body and its parts as a model. 

The Two-Piece Reclining Figure No. 11 is a bronze cast. It was 
probably worked out initially in plaster. The metallic l^k of t e 
Lnze is not emphasized; the piece is not polished to br^ht and 
smooth. Moore has gone beyond his earlier need to tme o 
materials. He seems to have felt that it is xnore significant to bejue 
to the shapes and textures that he responds to as he works tli^to 
follow any notion of how the material “should 
very much his practice throughout his work even when he ha 

lieved otherwise. 


two-piece reclining figure 
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Monet. The Cliff at Etretat. 

(1840-1926; French.) 

Oil on canvas, 25%" X 32". 

The Metropolitan Museum of Art, 
New York. 

Bequest of WUham Church Osborn, 

im. 

Fig. 8-8. 




The Rccumhmt Figure 

The Recumbent Figure (Fig. 8-2) dating from 1938 was carved 
in stone in smooth forms. It is a single piece, but the formal rela¬ 
tionship between the head and shoulders and the legs is similar to 
that of the two-piece figure. The stone is smoothed and shows its 
grain like the figures in wood which are contemporary with it. It 
is striking that the various sculptures of a given time in Moore’s life 
are quite similar even though there is a difference in material. It 
would appear that it is much more his own reactions and needs 
that affect the form and finish of the sculpture than it is the 
demands of the material with which he is working. The subjec¬ 
tive demands of the sculptor’s personality usually overrule any 
objective demands of material, and he has always had a confident 
command of a variety of materials through which to work out ideas. 


Moore’s Use of Texture 

During the war Moore did a series of drawings in the air raid 
shelters of London. These drawings seem to have been the starting 
point for an interest in more naturalistic representation and more 
roughly textured forms which appeared in some of his sculpture 
after the war. In these drawings he uses an interesting tedmique 
involving chalk, pen and ink, and water-color wash. They are 
sketched in with pen and ink, and chalk; then the whole drav-ing is 
washed over with water-color which does not adhere to the challq 
areas except in small spots. In the Pink and Green Sleepers (Fig. 
8-9) the light chalk gives the drawing a strong relief; it highhgte 
and wraps around the shapes of the bodies and blankets. It is the 
appearance in Moore’s work of rough texture and the realization of 
this texture in draped material which concerns us here. These char¬ 
acteristics are also present in the Tux>-Piece Reclining Figure but m 
a different relationship to representation. In the drawmg the turn 
and texture of the form are shown through the represeiitation ot 
light as it is reflected from various kinds of surfaces. Light cannot 
be the subject of sculpture to the same degree as in painting sin^ 
sculpture does not deal with the same kind of illusion, that is the 
depiction of three-dimensional objects on a two-dimensional p me. 
A piece of sculpture can represent a three-dimensional object, but 
the sculpture depends, just as the object does, on fighting to show 
its form and texture. 
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Moobe. Vink and Green Sleepers. 

(1898- ; English.) 

Chalk, pen, and water-color, 16" X 22". 
Reproduced by courtesy of the Trustees 
of the Tate GaUery^ London, 

Fig. 8 - 9 . 




Moore uses the texture of the bronze to remind us of similar 
textures found in other places: the repeated folds of cloth when it is 
draped around a body, the rough marks of the scraping of clay 
or stone when it is exposed to weather. In this figure the texture 
of the bronze calls up all of these textured forms and relates the ex¬ 
periences of them to each other. This is to a large extent due to the 
fact that the piece looks fike both a human figure and two rocks, 
while it is also clearly a bronze cast of a modeled material. 
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The rough texture of the Two-Piece Reclining Figure causes the 
light reflected from the sculpture to be broken by many small, shad¬ 
owed indentations. This gives the piece an active surface unlike the 
earher figure (Fig. 8-2) on which the light seems to flow easily over 
the smooth forms. The roughness and the activity of the sldn of the 
two-piece sculpture give it a harsher look, because the form be¬ 
neath the surface is heavy and massive. A sculptiure on which the 
reflected light is broken up has a lightness, and a sense of movement 
and instability, as it has in much of the sculpture of Giacometti 
(Fig. 9-8). This is not the case with Moore’s work. His forms al¬ 
ways hold too closely to the ground, or seem to be rooted in it; they 
never give a sense that they might turn and disappear. 

The impulse to touch and to stroke the later sculpture is much 
less strong than with the earlier piece which seems to encourage this 
tactile response. This is one of the sources of the feeling that much 
of Moore’s sculpture has become less intimate; the viewer can no 
longer feel close to it. This is not, however, true of all his most 
recent sculpture, and the development has gone on slowly since the 
war. For example, Interior-Exterior of 1951 (Fig. 2-1), as far as the 
qualities discussed here are concerned, is much closer to the earlier 
reclining figure. Interior-Exterior suggests another source of this 
feeling in the way the forms are handled. In the two-piece figure 
note Ae squareness of the knees and the post-like head, and com¬ 
pare them with the rounded and egg-like forms of both the Recum¬ 
bent Figure and the standing sculpture. In the first there is an 
abruptness and harshness which is not present in the other two. 


Conclusion 

Moore’s work has always had the monumental quality of appear¬ 
ing larger and heavier than it actually is. In the sculpture of the 
late 1950’s and early 1960’s distance and a sense of overbearing are 
also present. Intimacy has given away to authority, grace to vigor. 

This is not to say that there are two very different Moores. 
There are in these two reclining figures more similarities and con¬ 
tinuity than there are differences. The artist has changed in some 
ways, but he is still working within much the same field of subject 
and theme in which he started. In the Two-Piece Reclining Figure 
he has developed other aspects of the subject and its thematic core, 
the stability and weightiness of this posture. But the subject, a.nd 
what are for Moore the essentials of the theme of the figure resting 
on its elbows, are present in the different versions. 
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Tliis two-piece figure is one of the most mature and successful 
works by Henry Moore. He is able to pull together in it many of 
the interests he has had over more than thirty years of sculpture. 
This quahty of maturity is one that is found in an artist’s work at 
that point in his life when he is able to integrate aU that he knows 
about his feelings and attitudes, and the materials he uses to realize 
them. Moore has spent most of his life discovering and developing 
a way of working which is both personal and traditional; but the tra¬ 
dition is neither contemporary nor derived from one particular time 
or place. He has fotmd his tradition in the works of many diflFerent 
cultures and has given this tradition a unity by the force of his own 
personality. In the past, the rmity of an artist’s forms has been largely 
the result of the tradition within which he works. In the present 
century when the form that the tradition is taking is unclear, the 
individual has had to use his own individuahty as the vehicle of 
development. Moore has been able to give his sculpture a unity de¬ 
riving from his own personal attitudes, feelings, and abilities, and 
yet his work has never been limited in scope. He has neither re¬ 
sorted to the repetition of a manner nor lost a sense of continuity- 
two of the weaknesses which have hint the work of many twentieth- 
century artists. Moore’s success in continuing to develop as an artist, 
and as the individual of which the artist is a part, is one of his great¬ 
est achievements. 
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9. The Sculptor’s Means 


Sculpture Asks Special Things of Us 

If a painting is like a wall or a page, sculpture is like a 
cliair or a piece of silverware. It frequently seems to ask to be held 
or climbed upon. Hence we are made very much aware of its size, 
its feel, and its weight. The sculptor who has worked on a given 
piece is even more vividly aware of these things since he has given 
thf<; object its form and in the process has touched or carried it very 
often. He has also moved around it and seen how it looks in diEer- 
ent kinds of hght and different kinds of space. We all know what 
happens when we move the furniture about in a room; the furniture 
looks different and the room looks different. Both are in a very real 
way different because we have changed the space from which both 
take a part of their character. 

Sculpture in a similar way is affected by and affects the space 
around it. It is also affected by the light which exposes its form, 
and at least in one way, it affects the light by attracting our atten¬ 
tion to the quahty of light as it falls on the piece. Many people seem 
to reahze fully the special quality of light in Greece only when they 
first see the bright sunhght falHng on Greek sculpture and architec¬ 
ture. But these remarks are for the most part only relevant to 
sculpture which is fairly large, say half the size of a human being. 
What about small sculpture? What has been said about light is stiU 
true although it is of less importance. The quahty which seems more 
important in most small sculpture is the way it has of asking to be 
held and touched. 


The gratification which can come from holding things is one 
which often is too much ignored. How little we speak of how good 
a well-made, well-balanced tool feels in the hand, entirely apart from 
its practical use; or the texture of a wooden spoon, or the weight and 
sound of a good glass, or the form of a weathered stone. Think of 
feeling around in a pocket or a purse without looking for anything 
there, or of touching your own wrist or hand. These experiences are 
close to some of those of the sculptor both in the act of doing his 
work and in the appeals to experience which he embodies in his work. 

The quality of tactflity does not hold for all small pieces, espe¬ 
cially for gold and inlaid work. These have more the quahties of a 
jewel or flower, and appeal to us in a similar way. This is the lure 
of the thing that glitters, that seems to be all radiance, color, and 
light. Many works of this kind of artistry make us not want to touch 
them for fear we wall crush them like a flower, or because we do not 
want to cover their radiance with our hands. 

Sculpture can give us intensified experience and awareness of 
space, of reflected fight, and of various kinds of touching and hold¬ 
ing. In these latter two experiences especially, the material of which, 
or from which, the piece is made has a large part to play. Whether 
the surface is shiny and smooth, as metal and glazed pieces, or dull 
and comparatively rough in textinre as many wood and stone pieces, 
will affect the way in which the sculpture reflects fight, and the way 
it feels to the touch. It should also be noted that the smoothness of 
a glazed terra cotta feels very different under the hand from the sur¬ 
face of polished wood, while the different ways in which fight is re¬ 
flected from various kinds of stone and from bronze and other metals 
are also very noticeable. It is in this area of experience that more 
and more subtle differences occur, for instance, in bronze casts from 
different foundries. These qualities are hard to find imless one is 
looking at the actual work. The sculptor usually spends much more 
time choosing the right piece of stone or the right foundry for the 
land of work he is doing than he does in deciding whether the work 
will be in stone, wood, bronze, or some other material. It is in these 
concrete and particular distinctions and the attention and awareness 
that go with ihem that the individual must explore for himself. One 
way is to confront directly the work of art and to see its own specific 
qualities in its own specific context. This is especially important 
with sculpture which is permanently fixed to a building or other 
position where its maker intended it to be seen, because the kind 
of fight, the relation of the position of the piece to the spectator, 
and whatever is close to the sculpture all are integral parts of it and 
inform its meaning. 
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The Sculptor’s Materials and 
Methods of Working Them 

Stone and wood are the two most frequently used materials of 
the sculptor who carves, or takes away from a larger shape to form 
his piece. He will use various kinds of tools to chip or cut or rasp 
dovm the block of wood or stone to the shape he wants. Many sculp¬ 
tors who work in this way say that much of the form of the finished 
piece is suggested to them by the material itself as they work on it. 
This is a useful and interesting remark if we do not take it to mean 
that the material tells them everything. There are other factors like 
the artist’s own personality or the art of his time, which affect the 
finished form of the work more than does the material in which it is 
executed. But if we consider that these things are not so much up 
to him as is the specific handling of a particular piece of material at 
a particular time, we can understand something of what is meant. 
Making a piece of sculpture consists among other things of a series 
of reflections and decisions which add up to the finished work. While 
he is carving, the sculptor takes, or at least considers, the sugges¬ 
tions given him by the things which surround and interest him. 
Prominent in his attention is the material he is working on, and 
from it he picks up many clues as to the form the piece will take. 
He also learns from his use of materials which clues he as an indi¬ 
vidual can use and which he cannot. 

Some of the quahties shared by wood and stone are grain, hard¬ 
ness, and color. We tend to be much more aware of the grain in 
wood since it is so apparent and is one of the ways we most easily 
distinguish between one kind of wood and another. We have a 
strong tradition of admiring the swirls of growth of the grain. The 
pattern is never identical from one part of the wood to the next, 
and it seems almost alive at times. Within the great variety and 
vitahty of the wood, there is a unity given by the repetitions of 
seasonal growth. Light seems to go beneath the surface, making the 
wood glow and giving the color luster and radiance. If the w’ood is 
not polished or carved smooth it records the movements of the artist 
and his tools as he works the surface of the block. These marks tell 
us something about the way the artist works and about the hardness 
and texture of the wood, and suggest ways in which it can be han- 
dled. 

These remarks are equally apphcable to stone and to the stone 
carver. We can often sense how hard or soft a piece of stone is y 
the marks left on it by the sculptor’s tools; we can see how one kmd 
of stone flakes off when it is worked in a certain way. It should no 
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he included from this that it is the only possible way this stone 
can be handled. Given one artist and his particular dispositions 
and desires, a single work merely shows the form they took in this 
particular material. 

The density and grain of the stone have an important part to 
play in the reflection of light from and, often, through it. Leaving 
aside any discussion of how rocks are formed, we see readily that 
some are grained like wood with veins and layers of diflFerent color, 
form, and texture; others are honey-combed and have no linear pat¬ 
tern; in others it seems impossible to see any diiEerentiation in the 
surface. These compositions pick up light in different ways and the 
light seems to penetrate the surface to different depths and to be 
reflected from inside the stone in different ways. 

While the kind of material to be carved has a strong effect on 
the resulting sculpture, there is an even more influential factor in¬ 
volved when one turns from the carving of wood or stone to the 
modeling of clay which is to be cast in bronze or plaster. The carver 
takes amay from a block while the modeler builds up the work out 
of his nmterkd. The kind of planning, the kind of activity, and the 
kind of experience are very different in these two ways of working. 
Of course the sculptor who builds his work up often carves it down 
in the end to give it the form he wants; and the carver will some¬ 
times add on pieces to his work, but this is not the way the work is 
usually begun nor the greater part of it executed. One might say 
that, in a rough way, one sculptor finds his piece in the block and 
the other constructs it in empty space. 

The most common materials of tlie artist who builds up his sculp¬ 
ture are clay, plaster, and wax. Clay, or rather clays, are kinds of 
earth which have the characteristics of adhering together, of being 
plastic when wet, and of becoming very hard when subjected to 
high temperatures. The qualities which are rehed upon by the 
sculptor, whether he is going to fire his clay or not, are those of plas¬ 
ticity and adhesiveness. The first is important because it allows him 
to work easily and swiftly; the second, because it keeps the clay to¬ 
gether and on the armature, the system of supports which hold the 
clay up. Support is not always used, especially if the clay is to be 
fired, but to use an armature is common practice for most sculptors 
who are working on large pieces. 

The ability of clay to be fired is one that we are most familiar 
with in relation to pottery. Also from pottery we are aware of the 
abilify of clay to take a glaze, a glass-like finish which can be in any 
of a number of different colors. Much small sculpture is made in 
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this way. Think of the knick-knack figures in many homes. They 
may be of doubtful quality, but they are often made of glazed, 
baked clay or, as this material is sometimes called, terra cotta. The 
Tang pottery tomb figure (Fig. 9-1) is an example of this. It would 
be difficult to conceive of this figure as carved out of stone. In its 
strongly proprioceptive quahty, it retains some of the plasticity and 
vitality of clay. 

It is not easy to carve figures out of most metals, but it is not 
impossible. Occasionally artists have carved directly into metal; 
much of the finishing—the chasing—of a piece cast in metal amounts 
to direct carving. There is also the area of welded metal which is 
sufficiently different from either carving in stone or wood, or build- 
ing up in clay, plaster, or wax to require separate discussion. But the 
traditional technique of arriving at a metal sculpture is to work first 
in another material and then, through a series of steps, to arrive at 
the finished piece in metal. The metal used most frequently is 
bronze. The small figure by Henry Moore (Fig. 2-1) is an example 
of this method. It exists not only in several examples of the one cast, 
but also in a larger version. 

The materials that are used in the initial construction of the 
piece are usually wax, plaster, or clay. Wax when it is warmed is 
pliable, can be molded, and will, under normal conditions, not lose 
the shape it has been given. It will also retain fine drawing and 
give good reproduction of this drawing in bronze. For these reasons 
wax is often used as a modeling material even though it is somewhat 
less easy to manipulate than clay or plaster. 

Plaster and clay have somewhat different properties which lead 
to their being the most common modeling materials. Both are easy 
to work with, simple to prepare, and not difficult to keep. Plaster 
has the particular quality of hardening, or “setting up,” very quickly. 
After the plaster has hardened it can be carved and drawn into with 
sharp tools rather as a soft stone can be. This is one of the most im¬ 
portant differences between clay and plaster for the sculptor. Clay 
becomes hard slowly and it is possible to keep it soft and plastic for 
longer periods of time by keeping it damp, so that the artist can 
work with the material under fairly constant conditions. Plaster, 
with its rapid change from liquid to solid, gives the artist a material 
which has constant and consistent changes in qualities. 

The artist’s choice of material in which to model for casting into a 
permanent material (there are permanent materials other than metal, 
such as cement or plastic) depends on a number of different needs, 
some practical, some personal, and some aesthetic. For the viewer 
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Pottery Tomb Figure. 


Tang D}^last\^ 

Clay, engraved and painted, H. 44%". 
Courtesy of the Trustees, The British 
Museum, London. 





of the finished piece it is often diflBcult to tell what the earlier ma¬ 
terial of the sculpture was, especially if the final form is a highly 
finished cast. In many ways it is not particularly important to Imow 
just how it was done, but it is important to realize that the piece is, 
so to speak, the last phase in a series: to realize that it has evolved 
through a number of different forms and each time the artist has 
been able to see it in a new fight or in a new way, and to make 
changes as the material allows. 

In the last fifty years another technique has become increasingly 
common for the sculptor. This is the use of different lands of weld¬ 
ing and the widespread use of steel in making sculptare. In addition 
to welding, forging metal for sculpture has also come into more fre¬ 
quent use. A piece by David Smith called The History of LeRoy 
Borton (Fig. 9-2) shows the welding and forging of steel. Much 
welded sculpture has taken this linear form rather than the enclosed 
shapes of so many bronze and stone sculptures. 


Brancusi’s Adam and Eve 

Let us consider the sculptor Constantine Brancusi (Fig. 9-3), as 
an example of a carver in stone and wood. He is a fitting choice be¬ 
cause he shows so well his awareness of the materials he works with, 
and a great sensitivity to one material in relation to another. His 
piece called Adam and Eve is made of two kinds of wood, old oak 
and chestnut, and limestone. Each of these materials takes its place 
in the “column” of the piece. Brancusi was very concerned with the 
way in which his sculpture was shown, and therefore devoted as 
much care to the base as he did to the piece itself—so much care, in 
fact, that it is almost impossible to consider the sculpture apart from 
the base it is standing on. Indeed, what is the base of this piece? Is 
it just the block of limestone, or does the whole composite from the 
top of the block of chestnut resting at the middle of the piece con¬ 
stitute the base? These questions are not especially important, since 
what we call the different “parts” of the Adam and Eve should not 
affect the wholeness. 

If one starts from the limestone block at the bottom and moves 
up the piece he is struck by the way in which the look and feel of 
each material is heightened by its relation to the others. The lime¬ 
stone has a white, chalky, granular appearance, while the oak is 
stringy, checked, and rough, and the chestnut is silky and fine¬ 
grained. It also seems that the materials took their positions from 
their own relative weights. Of course they did not; the artist put 
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them in this order just as he gave them the form they have, but the 
point is that he probably felt that this relationship was what he 
wanted because it seemed appropriate to the material. 

Brancusi was apparently working for, among other thmgs, a sense 
of inevitabiliK a sense that these parts had to be in this ordei and 
had to be worked in tliis way. This is not to say that the piece is 
absolutely stable, but, rather, tliat it is in the right balance. 
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Bbancusi. The Fish. 

(1876-1957; Riimanian-bom American.) 
Gray marble, L. 71". 

CoEectioii, The Museum of Modern Art, 
New York, 

Acquired through the Lillie P. Bliss 
Bequest, 

Fig. 9 - 4 . 


Brancusi’s Fish 

This point can be made in a more dramatic way if we turn to his 
Fish (Fig. 9-4). It is of marble and Hmestone; the fish is carved 
out of marble, the large round base from limestone. The title re¬ 
minds us of the silent, balanced immobihty which a still fish has 
when we look through water at him. It seems poised but not rigid; 
it seems in complete equihbrium but neither immobilized nor stuck. 
The materials and the way in which they were handled are a part 
of this meaning. The sheen of the polished marble, which seems so 
thin and finely carved against tlie roughness and thickness of the 
limestone disc, attracts our attention to the figure and makes it a 
precisely placed object in a field. This recalls what has been said 
about Brancusi’s concern with the context his work was to be placed 
in, and what led him, as far as he could, to create the field in whidi 
his work is seen. 


Michelangelo’s Medici Tombs 

This interest in the situation of the artist’s work is one we will 
notice in different forms in the work of two other sculptors—Michel¬ 
angelo and Giacometti. In the time of Michelangelo, large sculp¬ 
ture, which is what most of his is, was stiU mainly commissioned for 
a particular place and designed for that place and for a specific 
purpose. It is interesting that Michelangelo was also an architect 
and in the case of the Medici tombs designed both the sculpture and 
the chapel in which they were to be placed (Fig. 9-5). Thus the 
two become very much a part of each other. 

Of particular interest here is the tomb of Giuliano de Medici 
(Figs. 9-6, 9-7). It faces the tomb of Lorenzo de’ Medici, on the 
opposite side of the chapel; the sculptures on each tomb are fitted 
into identical architectural structures. The sculpture is roughly sim¬ 
ilar: in each case there are three figures, one clothed and seated in 
a niche, and two nude reclining figures. Because of the close sim¬ 
ilarity of the architecture of the two walls, the differences between 
the figures are more vivid than their similarities. And since the fig¬ 
ures within themselves are not symmetrical while their placement 
in the framework of architecture is, they seem to be straining against 
regularity and repetition. 

This feeling of the figures trying to break out of the grid of the 
plan, and the curving, irregular forms of their bodies make them 
centers of vitality on which the spectator focuses, and with which 
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Michelangelo. Medici Chapel. 

(1475-1564; Italian.) 

San LorenzOj Florence. 

FhiMx>: AMmri'Art Reference Bureau. 

Fig- 9-5- 


he can feel a strong identification. The space within the building is 
one of the most expressive this writer has experienced, and the expe¬ 
rience is more related to power than to pleasure. The building seems 
to dominate a person within it—certainly not a bad thing for a build¬ 
ing of this kind to do. The figures become a kind of embodiment of 
the lack of repose which the building conveys to visitors. 
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Michelangelo. The Tomb of 
Giuliano. 

(1475-1564; Italian.) 

Medici Chapel, San Lorenzo, Florence. 
Photo: AUnari-Art Reference Bureau, 

Fig. 9-6. 

















Mic3ielangelo. Night. 

Entail of The Tomb of Qiulmno. 
Fkoto: Mimri-Art Reference Bureau. 

Fig. ^ 7 . 



















The female figure at Giuliano’s feet (Fig. 9-7) represents Night. 
The other three nudes are Dawn, Day, and Evening. The figure of 
Night is asleep, but she is not in repose. Her body is twisted; one 
arm is pulled behind her back, and she is heavy and muscular. The 
material of the piece is marble and it is informative to compare it 
with the marble fish of Brancusi (Fig. 9-4). Both are carved and 
finished to a polish, but the similarity in the use of the material 
seems to end there. Brancusi minimized any sense of the weight of 
the stone by balancing it on a small point. Michelangelo emphasizes 
its heaviness with the weight of the marble and the representation 
of the heavy body pulling it down, almost off the curv'ed ledge on 
which the figure lies. 

The “sculptor’s means” in this instance were more than simply 
the materials and techniques he used to make his marble figures. 
Michelangelo’s means extended to the setting of the stage on which 
the figures could express what he wished them to. The figure of 
Night if it is seen apart from the building is difficult to grasp. She 
is too heavy, too muscular to fit into the long tradition of reclining 
nudes. But within the building and the experience of its space and 
light it is possible to understand the piece as a representation of 
the physical discomfort that is a part of the experience of the build¬ 
ing, and, it might be added, a part of the common human lot. 

Giacometti’s Composition with Three 
Figures and a Head 

The relationships of men to light and space and their bodily ex- 

perience are also a theme with which the contemporary Swiss artist, 
Alberto Giacometti, is involved. In Giacomettfs work it is less the 
pressure of inside space which surrounds and limits human beings 
than it is the way in which space separates them, and the way light 
seems to break up the edges of a form. Composition with Three 
Figures and a Head (The Sand) (Fig. 9-8) shows something of 
what is meant here. The parenthetical title— Sand—suggests 
that this piece of sculpture reminded the artist of people on a beach 
standing at various distances from him. The figures are tail and thin 
like shadows in the early morning or late afternoon. The relative 
scale of the figures is not consistent with the space of the base, but 
they are consistent with the scale of human figures as they come 
toward us through an open space. 

The piece is of cast bronze; it was first modeled in plaster over 
an armature. The bronze reproduces much of the look of the wet 
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Giacometti. Composition with 
Three Figures and a Head 
(The Sand). 

(1901“ ; Swss.) 

Bronze, H, 22'^. 

Fierre M&fisse GaEery; Philip Johnson 
CoMeciion. 

Fig. 9-8. 







plaster when it was buttered on, in the feet of the largest figure for 
instance, and the scraping and paring away of the dry plaster. This 
is most clearly evident on the base. 

The base is, as it was in a difFerent way with Brancusi, a part of 
the piece. The flat, squarish plane is lifted a little by short legs. The 
figures can be seen as parts of this surface, like the raised areas on a 
rehef map. If it is looked at in this way, the figures are points by 
which we can measure the space. This can be just as easily turned 
around; the space is also what gives the figures their size. 

The work of Giacometti, like the work of so many artists, can 
open our thoughts and cause us to reflect on some very familTar 
sensory experiences by making us shift our point of view about 
space or light or size. The works of sculpture are not so much like 
the abstractions of the scientist or the philosopher as they are state¬ 
ments of “This is how it looks,” or “That is how it feels.” To quote 
Irwin Edman again, “The artist utters reality.” Sculpture is an at¬ 
tempt to revitalize our own experience of these things. 

Works of sculpture, like other works of art, can provoke us into 
seeing things in new ways. This is also in large part the excuse for 
writing about art. It is frequently thought that art discussions are 
statements of fact, but they are actually statements of persuasion. 
As such they work in various and often unexpected ways and fre¬ 
quently are confusing and diflficult to understand. 


The Sculptor as a Builder 

The sculptor, in whatever material he works, makes objects. He 
is a builder who through his craft constructs things which have 
weight and occupy space. He is usually very much aware of the 
physical labor involved in his work. He is also often aware of his 
work as an objectification of an idea or emotion, of the work of art 
as a tool through which he can arrest a feeling and put the feeling 
at a distance from him. The forms which these objectifications take, 
the characteristics of the feeling, perception, or idea that is empha¬ 
sized in the work, are a part of the sculptor’s means. The selection 
of forms and qualities is dictated in part by the artist’s personal atti¬ 
tudes and values, but it is also deeply marked by the time and place 
in which he lives and the materials he uses. His materials also rep¬ 
resent a choice which is only limited by the context of his life. 

The use of welded and forged steel as a material for sculpture 
can demonstrate the dialogue between the artist and his material, 
and between the artist and his times. The piece of sculpture by 
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David Sinilli (Fig. 9-2) i« niudi more* a paltvrn of IicMivy lines in 
llircio diinon.siotis llian it is an (uicloscfd volinne. Allliongli II nmk((.s 
an appeal lo toueli (wliidi, il is inlcresling In nnin, (lie liiKsir sculp- 
turn of (JlacomcUi dociS not), this a|)p(!al is nnl a surface (liing. '11 k( 
impulse! is not to run one’s liand ov<tr tlu! .snrlace* as oik! would likes 
to witli ;i Bruncn.si. It is ine)re! ihul enie! wants to grasp the! roels Jind 
wrap oiui’s fingeirs are)nnd them, anel pesriiaps Iry le> pie-k np llu! work 
to test its weight. Thes.sc! actiems are! clerse* lo the; aelions e)f llie; 
scnlpterr whesri lici is constrneting a (lieie'e! likes (his. He! tnnsl grasp 
and Iwld the metal as he femns it and weilds it tejgethesr. 'I'lu! notie)n 
of cemstrnctiem as wc irse; it wheni we) speaik e)f e-eaistrnesling a .sem- 
tcnce is revealing in this inslane'e), Thes scnlplnre! is inaele) by lying 
togejthejr a number of eli.scresle! parts lo make! the) whedes. Mersl erf thewe! 
parts are di.seejrnible in the finisheid |)iece!, Ibr inslane'e), the) long rerels 
in the cemtral .seetiem, the) legs, and ihe elnste'r of piewess erf nieilal at 
the top. At the ri.sk erf pre.ssing ihej analergy with language) lerer far, 
we ceruld cermpare) the) use erf fernnd objescls -like) ihes lesgs in ihis eex- 
ample—with the way perests n.se) werrels. 'rhe) parts are) [rlae'esel in a nesw 
context which allerws ns to sese thesm in a nesw way. 

Since the majority erf weskleid slesed pieeess are) not niadei up of .serliel 
volumes, the epiesstiern is rai.sesd wheilheir thesy ares .sculpture! at all, 
err if it is .simply neecs.sary to eiiilarge) our ielcas ubernt what e'etnsli- 
tutes sculpture. Traditiernally, a piesce erf sculjrlnre) esnclersers verhinu! 
and stands .still. Werrk like that of Smith and likes Alesxandesr (Ad¬ 
der’s Lohfiter Trap arul Fivh Tail (Fig. 94 )) lacks berth erf thesse 
characteristics. 

Much erf Caldcr’s sctilpture is ce)nstrne)le!d erf wire) anel .she!e)t 
metal, and balanced and jerined in such ei way that the) jrarls can 
merve. The over-all cernfiguratiern is not cernsliint but is erne) erf a 
changing relation.ship erf constant parts. ’Hie) changes are) in ner seinse) 
uncontrerllcd, err any less eerntrerllcd than are the) variableis in erther 
techniques. They certainly arc erf a differenrt sort, the cernstants in 
Calder’s sculpture being the parts, the manner erf their jerining, the 
way they are balanced. Rather than enclersing space), lhe)y erccupy 
it by moving through it. 

It is interesting that most sculpture based ern balance and nrerve- 
ment seems to change less from one viewing erf it ter the ne!xt than 
does sculpture which depends on other aesthetic merans. This may 
be because the parts, .sheet metal shapes anel the wire)s which con¬ 
nect them, generally have such berld, simple), flat .shapeis that varia¬ 
tions in lighting do little to change the appearanea) erf the) parts. 
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Calder. Lobster Trap and Fish Tail. 

(1898- ; American.) 

Steel wire and sheet aluminum, H. SW- 
Collection, The Museum of Modern Art, 

New York. 

Gift of the Advisory Committee. 

Fig- 9-9- 














To expand our notions of the kinds of things a sculptor (or any 
artist) does is useful both in opening up the idea of what sculpture 
is and in allowing us to look back on the more traditional ways of 
working from another point of view. The carver who shapes a block 
of wood or stone is involved in a kind of activity very different from 
that of a person shaping and balancing wire and steel. They both 
give form to materials, but how different is the structure and the act 
of structuring in Michelangelo’s Night and Calder’s mobile! 


Conclusion 

In a three-sided comparison of Calder s Lobster Trap and Fish 
Tail, Brancusi’s The Fish, and Giacometti’s Composition with Three 
Figures and a Head, the threads of similarity pull the works together 
as much as the force of difference pushes them apart. The precision 
and clarity of the shape of the fish by Brancusi are not unlike the 
shapes in Calder’s piece, but how completely different is the sense 
of weight in the two. The figures by Giacometti measure and divide 
the space of a field, and the same can be said of the moving shapes 
in the mobile; but tlie notion of a field is not closely akin in tire two. 
These parallels can be developed, and the reader should do so for 
himself. The areas of the relation of exteroceptive and of proprio¬ 
ceptive sensations have only been touched upon here; but perhaps, 
in the process, we have suggested the richness and variety of possi- 
bihties open to the sculptor and, therefore, to the viewer in address¬ 
ing a piece of sculpture. 

Suggestions for Further Reading 

Hie following three books are of a critical and historical character. Good 
illustrations. 

Giedox-Welceer, C. Contemporary Sculpture. New York: Wittenborn, 1955. 
Read, Sir fifeRBERX. The Art of Sculpture. New York: Pantheon Books, 1956. 
(Bollingen Series XXXV.) 

Ritchie, Axtdrew. Sculpture of the 26th Century. New York: Museum of 
Modem Art, 1952. 

Sthuppeck, Jules. The Creation of Sculpture. New York: Holt, Rinehart and 
Winston, Inc., 1952. 
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10. Drawings and Prints 


What are Drawings? 

]3rawings are frequently and in many senses the most 
personal documents of an artist’s work. A line, which by the sim¬ 
plest definition is the mark left on a surface by a moving point, is 
also the direct record of a physical gesture made by the artist. It 
marks the path of his hand carrying an instrument—a pen, pencil, 
or crayon, for instance—as it moves under the direction of his mind. 
The medium interposes itself less between the artist and his work 
than in any other technique. 

Drawings are also personal in that they frequently constitute a 
tentative formulation of a notion that will turn into a fuller state¬ 
ment in a later work, perhaps in another medium. A drawing may 
be simply a linear notation of something that catches the artist’s 
attention and so goes into a notebook for possible future use; or it 
may be in the nature of a study of a motif or detail which is to be 
developed in a larger work. This latter type is exemplified by the 
sheet of drawings in which Michelangelo studied the pose of a fe¬ 
male figure in preparation for The Libyan Sybil of the Sistine ceiling 
fresco (Fig. 10-1). It is of incidental interest to note that in his 
drawing the painter studied the effect of light and shadow across 
the naked back, apparently in order to understand fully what existed 
structurally beneath the clothing which he intended to use in the 
final painting (Fig. 10-2). One sees here the artist actually at work 
on a visual idea or image. 




Miodelangelo. Studies for 
The Libyan Sybil. 

(1475—1564; Italian.) 

Red chalk, X 8 ^ 2 ^'. 

The Metropolitan Museum of Art, 
New York. 




Michelangelo. The Libyan 
Sybil. 

(1475-1564; Italian.) 

Fresco, Sistine Chapel, The Vatican, 
Rome. 

Photo: AUnari-Art Reference Bureau, 

Fig. 10-2. 


















Poussin. Massacre of the Innocents. 

(c. 159S-1665; French.) 

Ink, 5 %" X 5 W '. 

Musee de Lille , 

Fig. 10 - 3 . 


Another example of such a study for a painting may be seen in 
the Poussin drawing (Figs. 10-3, 10-4). Here one sees how the 
artist can let himself go in drawing. He lets his mind wander and 
through drawing he talks to himself. Because the scale is small and 
the medium simple to use, he does not need to make each drawing 
count the way a painting or a piece of sculpture must. He need not 
be serious or so earnest when he is drawing, and the result often 
gains in spontaneity what is lost in importance. 








Poussin. Massacre of the Innocents. 

(c. 1593-1665; French.) 

Oil on canvas, 57%" X 67^". 

Mttsee Condi, Chantilly. 

Fig. 10 - 4 . 
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Gbis. Portrait of Max Jacob. 

C1887«I927; Spanish.) 

Pencil, 14'^ X 

Colkcfion^ The Museum of Modern Art, 
Xew Jofh 

Gift of James ThraE Soby. 

Fig. 10 - 5 . 



It would be a mistake, however, to give the impression that all 
drawings are sketches. Many artists do finished drawings, quite 
complete in themselves and in no sense studies for painting or sculp¬ 
ture. The Gris portrait (Fig. 10-5) is one example; another is Van 
Gogh’s The Fountain in the Hospital Garden (Fig. 10-10). In each 
the artist has furnished us with a very complete work which has 
been seen as an end in itself and as something to be pubhcly dis¬ 
played. 

Much of the training of the artist is in drawing. It is through 
drawing that he learns many of the skills he needs, perhaps first and 
foremost the essential coordination of hand and eye. But he also 
learns more subtle and equally basic skills like the placing of shapes 
within the rectangle of a page or similar format. Traditionally, the 
artist learns through drawing to render the human body and its vari¬ 
ous parts in action and in repose. In drawing many artists first “find 
themselves”; they discover some of the important constant charac¬ 
teristics of their own methods and the nature of their personal 
imagery—in a word, the forms that will constitute a personal style. 

Let us turn now to a discussion of individual drawings. Compare 
the Seated Nude by Modigliani (Fig. 10-6) with the Seated Woman 
by Seurat (Fig. 10-7). Modigliani delineates the figure in the sim¬ 
plest kind of outline. A few faint lines suggest a background. He 
does not indicate the illumination of the figure; all he shows is the 
boundary of the form. The line also breaks up the white of the page, 
but only slightly creates an illusion of space. The page is patterned 
by the line, but its flatness is not greatly disturbed. 

In Seurat’s Seated Woman the closest he comes to a clear line 
is in the back of the dress. She is silhouetted against the light but 
not definitely outlined by it. The light coming from the other side 
of the figure, that is, directly toward us as we look at the drawing, 
creates the form. The drawing evokes a certain kind of pale light 
that makes the contour unclear, and makes it hard to find an edge. 
These drawings by Modigliani and Seurat are poles apart: in the 
first, the artist is especially concerned with the boundaries or out¬ 
lines of things; in the second, he is interested in the way light affects 
form. The outline of Modigliani describes a form which is at least 
related to a mental image, while the tonal drawing describes a vis¬ 
ual, direct image. 

The line that describes a form and patterns a page is the result 
of the artist’s gesture, marking the path of movement his hand makes 
with a tool. The tool may be a pen, a brush, or an engraver’s burin, 
and the smface may be paper or a metal plate or a stone, but the 
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MoDiGLiATsa. Seated Nude. 

(1884-1920; Italian.) 

Pencil, 17%" X 11". 

Collection, The Museum of Modern Art, 

New York, 

Gift of Mrs, John D. Rockefeller, Jr. 

Fig, 10-6. 



Seukat. Seated Woman. 

(1859-1891; French.) 

Conte crayon, 18%" X 12%". 

Collection, The Museum of Modern Art, 
New York. 

Mrs. John D. Rockefeller, Jr., Bequest. 
Fig. 10 - 7 . 











REMBHAmtT. Woman Carrying a 
Child Downstairs. 

(1606-1669; Dutch.) 

Ink and wash, 7%g" X 5^". 

The Fierpont Morgan Library, New York. 

Fig. 10-8. 


marks on the surface are the record of a particular artist workme 
with these materials in his own particular way. The line of the draw¬ 
ing is a kind of autograph; it is the personal gesture of the artist. In 
the drawing of the ^Voman Carrying a Child Downstairs (Fig. 
10-8), Rembrandt’s hand made quick, curving lines wth his pen^ 
constantly turning it and varying the pressure on the point. M^- 
gliani, on the other hand, used his pencil with a kind of careful re¬ 
straint; compared to his almost unbroken, wire-like lines, Rembrandt s 
line seems impetuous. 

The artist finds his own mark by making it with his hand quite as 
much as he does by thinking about it. Drawing, hke other forms of 
art, is a complex of working and looking, and the two are in con¬ 
stant interplay. In the drawing of the woman, Rembrandt also uses 
areas of wash to block in the shadows and, by contrast, to bring up 
the lights. This gives the figures and the space in the drawing a pal¬ 
pability, a certain weight and depth. He uses line to capture the 
general configuration of the drawing, and wash to give it weight 
and depth. 

Light as it is seen and allows us to see is important in many wash 
drawings. These are usually done with a brush and ink applied in 
broad strokes and broken dabs rather than in lines. Pastel, chalk, 
and crayon are used in a similar way. Goya’s Two Prisoners in Irons 
(Fig. 10-9) is such a wash drawing. The light he renders does two 
things: it exposes the form and, while making it \usible, destrovs 
most of its clear edges. 

Both line and value are ways of abstracting, of editing appear¬ 
ances, of saying what is trivial and what is sig^cant. In the Two 
Prisoners in Irons, Goya calls our attention to the dramatically dark 
shadows that are cast by figures standing on a light surface in bright 
light. We notice the contrasts between the dark and fight of fea¬ 
tures which are recessed, like eyes, and features which stand out, 
like a nose; and the way in which brilliant, undiffused fight gives us 
a sense of theatricality, a feeling of intense drama, of the pitiless 
degradation and helplessness of the human beings chained in blind¬ 
ing sunlight for all to see. 

The selective emphasis of drawing is related to the selections 
and reductions made in other human activities. Drawings that deal 
with fight and dark point up the drama of a scene or event as the 
theatre does; while line drawings often reduce a visual image to a 
diagram, or a schema of the significant characteristics, as we saw in 
the Egyptian painted, incised drawing (Fig. 4-35). 
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Goya. Two Prisoners in Irons. 

(1746-1828; Spanish.) 

Ink wash, 8i%6" X 5%". 

The Metropolitan Museum of Art, 

New York. 



Tools and Techniques of Drawing 

The tools and techniques of drawing are simple. A drawing is 
made, usually, on paper with pen or brush and ink, or with a pencil, 
crayon, charcoal, or chalk. There are many possible combinations 
of these materials at the artist’s disposal, but most drawings are done 
simply and directly. This is because drawing, as E 2 a:a Pound said of 
poetry, is “piths and justs”; it is a record not only of what the artist 
found essential to communicate an image, if the drawing is repre¬ 
sentational, but also of what is necessary to make the page, the piece 
of paper and the marks on it, look “right.” 

Liquid materials-inks, water-color, and similar media-generally 
have a fluid look in the finished piece. In the Rembrandt (Fig. 10-8) 
the lines made by a pen with ink and the washes laid on by a brush 
are distinct. In both, the initial wetness of the material is retained 
in the finished drawing. The curls of the child’s hair are written in 
with quickly flowing strokes, and the longer lines down his back to 
the woman’s arm show by their darkness and apparently .rapid ap¬ 
plication, the fluidity of ink and line that is typical of a certain kind 
of pen. The broad darks which are brushed in with wash—the ink 
here may have been diluted with water—show both the wetness of 
the full brush and what happens on paper with a rough surface or 
tooth at the end of a stroke when there is very little ink left in the 
brush. This is most obvious in the stroke down the woman’s hip 
toward her foot. The brush mark starts quite dark and then breaks 
into an optical gray when the ink just catches on the highest parts 
of the paper. 

The Van Gogh drawing (Fig. 10-10) reveals some other quali¬ 
ties of pen and ink. In this drawing a reed pen is used which makes 
angular, square-ended marks; the ink has dried with a range of val¬ 
ues. The wetness and transparency of the ink are evident here as in 
the Rembrandt but they are realized through a different handling. 

Chalk, like crayon, charcoal, and pencil, rests on the tooth of the 
paper just as the ink of a nearly dry brush does. In the Seurat (Fig. 
10-7) and in Griinewald’s Crying Angel (Fig. 10-13) it is possible 
to see this and also to note the different kinds of paper the artists 
have drawn on. The paper in Seurat’s drawing has a much finer and 
more regular surface than has the paper which Griinewald used. 
The quality of the paper in each case is an important part of the 
over-all character of these drawings. The texture of the paper con¬ 
tributes to the very still, regular form and mood of the Seurat, just 
as the irregularly toothed paper used by Griinewald supports the 
activity and expressive posture of the angel’s head. 
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Van Gogh. The Fountain in the 
Hospital Garden. 

(1853-1890; Dutch.) 

Pen and inlc, 18%" X 17^%©". 

Collection of V. mn Gogh, Laren. 

Fig. 10-10. 








Personal Styles of Drawing 

A comparison of the Seurat and the Griinewald drawings indi¬ 
cates several of the possibilities available to the artist working with 
materials applied by abrasion; that is, where the drawing is made 
by rubbing a soft but solid substance on the siuface of the paper. 
Griinewald worked mostly with line, hut how different this line is 
from Rembrandt’s made with pen and ink! Griinewald built up his 
dark areas with repeated strokes and witlr lines of varied thickness. 
Seurat on the other hand uses almost no lines; instead he fills in 


areas with his conte crayon and varies the heaviness of application. 

Seurat and Griinewald deal in their own ways vith the solidity 
and weight of the forms they render. Modigliani (Fig. 10-6h Ingres 
(Fig. 10-11), and Matisse (Fig. 10-12) treat their lines as the 
boundary of form and divide the page into a cluster of interlocking 
shapes. Each of these artists uses pencil for his drawing instrument 


but each uses it in a different way. 

In the portrait drawing by Ingres of Madame Hayard, diere is 
tremendous variety in the use of line. The head has a certain weight 
and tangibility, while the front of her dress is a pattern of lines %rith 
little suggestion of shading. Even in those areas where there is little 
or no shading to build up a sense of the roundness of the form, the 
overlapping of the material of the dress, and the perspective draw-mg 
of the womans hands allow us to see the figure as occupying a three- 
dimensional space. It is also possible to ignore this dnnension and 
delight simply in the beauty of the fine line and in its subtle '’anation 

The portrait of Mile. Yvonne Landsberg by Matisse (Fig. 10-1-^ 
was done much more quickly and with a much coarse^ thicker pen¬ 
cil than was the Portrait of Madame Bayard. The dffference m ra¬ 
pidity of execution and coarseness of medium is consistent \wii e 
more general differences between the two drawings. There is de¬ 
scriptive grace about the Ingres drawing; it is more a ^ 

is a comment, and the report is made with ease and skill. Maris^, 
on the other hand, presents us with what is nearly a caricature the 
sitter He distorts and emphasizes her features, and places the dr 
^roughly .0 one side ofL page. Consider for a — 
rf *e L sitters. Madame Hayard looks out at „s from eras tv Inch 

are fairly precisely rendered. We can ,“tnds- 

which are hieliUglited, and can distagmsh the eyehd. Mlfe Lands 
he)* SLce is away from the viewer, the eyes are not .den .cd: 

aeTead be seen as^mpplying two *7' 

sittL’s eyes; both must be almond-shaped like her nght eve, an 
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Ingres. Portrait of Madame Hayard. 

(1780-1867; French.) 

Pencil on white paper, lOW' X TMe". 

Courtesy of The Fogg Museum of Art, 
Harvard Unicersity. 

Meta and Faul J. Sachs Collection. 



Matisse. Mile. Ymnne Landsberg. 

(1869-1954; French.) 

Penca, aoy/' X 16". 

Estate of the artist. 






Grunewald. Crying Angel. 

(c. 1470-1528; German.) 

Black chalk, heightened with white, 
9%" X 778 ". 

Kupferstich-Kahinett, Berlin. 

Fig. 10 - 13 . 





Iiriivy as is Niiggctslod liy llio lafl. Tlu! Ticecssity the viewer 

ifj ui)(lcf lo eoiiiplclc lli<^ of lh(! ,sill(fr, ihe artist’s way of show- 
iii)j; (IS (iisl oiion)j;li lo allow iis lo fill out iho faeo, is especially com- 
iiio’ti lo llo* proscol cooliiry. 'I’lu! use, Matisse loake.s of the metho(i 
lieir is iiitercsliog in coiilcasl lo llie Ingres drawing. There is nnde- 
niahly greater foree, a feeling of verves and power in Matisse’s 
drawing, and just us nndeniahly a ronghiKsss and grossness. 

Ill liolh drawings llie artist is eoinpleKsly consi.stent: in the way 
the material is n.S(sd, in ihc! pose of the model, in the placement of 
(lut drawing on the pages. Mve.rything fils together closely, and 
(sve.rything eonlrihnles lo the total character of the drawing. 

It is |KWsihle lo scv. something more about this wholeness and 
lias integration of different as[Kicts of the drawing by placing the 
Matisse portrait beside the Crj/ing Angcf of Cirimcwald (Fig. 10-13). 
Botl) artists exjiress strongly ovcirt feelings, and both place and pos¬ 
ture their figures in nnnsnal ways, Fven the line often has similar 
eiirw'S and lireidcs in it. But lh<! artists are not doing idcnrtcal 
things. Their inirpo.ses, except in the general .sense of communicat¬ 
ing a strong emotion, are (piite different. The Matisse portrait has 
tin’ finality of a carieulnre: it sehsets and distorts individual features 
to the point of ngline.ss, twisting the face out of shape to point up 
m nnifine weaknes.ses, CJriinewald di.storts the features of the angels 
face, describing the way in which all faces arc distorted by emo¬ 
tion. 'Ilui Cnjing Anf>(d is not the image of an individual; it is a 

tvtiieal rfiprfisfmlalion of a grief-stricken person. 

(Jriiriewakl has left mud. less to the imagination of the viewer 
than has Mali.s.sc. The .soft foi-rn of the lower jaw and neck is in i- 
eaUd with .shading and we ai-e shown explicitly how form turns 
ovf.r the jaw. Mile. Tamdsberg’s face is only suggested by the curv¬ 
ing of ll.e side, of her neck and the line that curls around her chin. 
Biit tl.e smooth c|uality of .skin sustained by fat is clearly suggested 

The, difft.rence between rendering and suggesting is an importan 
orif!. No artist can either suggest everything (he must give us dues 
that describe .something), or render everything (there are always 
things he must leave out becau.se he cannot see them or ^^ecaiise th 

medh.m does not allow for their 

<ler much more of what they'“know is there 

than do others. When the artist is concerned 

appearance he often plays down dsual .pl^e”«™ena in oide pi y 

up other kinds. The drawing by Daumier (Fig. 

hmt cxamplf! of this kind of drawing. The subject is the P'^^suit 
1,;’. immelnan by another. Daumier indicates much more of the 
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Daumier. Two Horsemen 
Galloping. 

(1808-1879; French.) 

Pen and ink, 5%" X 11". 
Collection of Claude Roger-Marx, 
Paris. 

Fig. 10 - 14 . 


speed and heat of the subject than he does the visual appearance 
of two horsemen at a fast gallop. He does this by a kind of meta¬ 
phor. He equates the movements of the horses with the movements 
of his pen on the paper; the haste with which he draws is like the 
haste with which they move. 


TLe Nature and Uses of Line 

It is frequently said that lines do not appear in nature, but this 
limits the meaning of the word too sharply. What of the division 
between the dark branch of a tree and the lighter sky against which 
it is silhouetted? Or the edge of a white house against the green 
foliage of trees? And what of the horizon marking the “meeting” 
of earth and sky? In our visual experience of the outside world, lines 
mark the limits of things; they delineate the shapes of things that 
have little substance, like leaves. Line also traces the path of move¬ 
ment. The worm leaves a line in the soft clay over which it travels; 
the skater cuts linear figure-eights in the surface of the ice; the 
meteor leaves a trail of light across the sky. 
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W<' hiivti (hwcrilx'd liiw*. ;is l!i<! j^iulh of a gosturo. It may bo ex- 
loroal to UN, liku lhal of u OK^fuor wlikifi we percasive exte-rocepHvcly; 
or il iiiay !»<• in one own boilics, cillua' an oiilwiu'd geslurci, a wave 
o( the liand, or an inward one liloi lie; "siiikiiiig" of llie, lioart 

Il i'i hardly neta**;,saiy lo poini onl dial onr g(‘„sl(ini.s are always 
v«‘ry poi'Nooal lo onnadveN', one has only lo <'ompare liutidwriting to 
reali’/e flow personal ihese wrillen gesliires heeoirie. One knows also 
froto experiiMiee (hal Ihe eharac-l(;r of Iiandwriliiig varies with the 
mood of die wriler, or responds lo ihe relalioiisliip between the 
wrileraml the reeipieni of a hkler. 'I’lie relhielion in line of psycho¬ 
logical slates can be even more vivi<lly noted in the involuntary 
,scribble,s one makes on a lelephone |)ad. Ooinpare the alisent- 
minded, meandering earlycmis and shaded triangles that occur dur¬ 
ing a, leisurely iele|)hoim eonv<n'sation, with Ihe marks made during 
a miilnighl <‘all lo the do<-lor wlieii the leleplioiie rings and rings 
and (her<r is no answm-. In Ihe latter, the .sharp, jagged lines start 
and hreak off. ahroplly ehang;e direelion, are hlaek and hard—the 
th'reel record of mos<’uIar and p.syehie tension. 

A dislinelioii has been made Ixdween rendering and suggesting. 
'I'his <’an lie jsn ried a litlle birlher witli rel'ereneii lo onr perceptual 
experience. It may not h<^ slreteliing Ihe |)oinl lo .say that when, in 
onr iniod's <'ye. we have an imag<! of .somelliing, we make a mental 
gesture around the object lo se|)arate il from oolhiiigne.ss, in effect 
‘"rendei'ing" il as Mali.sjai dims in his [Hn'Irail of Mile. Landsherg. 
In (lhaplm’d we saw llial llie mental image lends lo he thus de¬ 
lineated, as in Ihe child's "think” with a line drawn aromid it. But 
the <lii'('('l, visual image presents ns not willi lliis abstract)on of 
('s.senlials hot with a varied pattern of light and dark, of color and 
of movmneni, ami tlusse tin- iirlist suggests liy a varuily of technical 
means already toiudied upon, as in the lorm-drawing of Miehcl- 
aiigelo's S'l/hii, or in llie sharp and expre.s.sive contrasts of dark and 
light as in (Joy.'i’s Two PrisonerH. 

It is, how<w<'r, in llie suggestion of movement that the artist finds 
line most e.s.senlial lo his porpo.se. The direel relation between the 
moveiiKmls ol I)aumiers pen and Ihe aetion of the horses he de- 
serilass has been noted. Wby is il that line is so elFective a device 
for conveying llie illusion ol movement in a static iniage? Perhaps 
the answer lies first in the fact that a drawn or painted line is in 
itsedf the result ol action aod the u.s.soeiatioii willi this technical 
gesture endows tin* er<-aled image with movement. But there is also 
die tendeney we have to follow with onr eyes the direction and ex- 
teii.sioii of limss. Thi.s makes onr attention literally move through 
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the painting or drawing or sculpture, and a sense of movement 
within the image is set up. The matter is more complex than this, 
but tbese two factors are basic. 

In Rembrandt’s drawing the curved line which describes the 
woman’s left knee also describes its action as she steps down with 
her right leg. But there is one vertical line between the left knee 
and the little bag hanging from her waist that describes nothing. It 
simply expresses the downward movement, the puU of gravity that 
makes the child heavy to carry. Each of Rembrandt’s lines—more 
than those of Michelangelo or Mantegna—has a life of its own. The 
heavy, downward strokes of the pen frequently end in loops or 
hooks, tiny records of manual gestures without descriptive function 
but serving to infuse into the dravting some of the artist’s own vital¬ 
ity. A completely non-descriptive line descending in a series of 
loops from near the baby’s foot is a kind of controlled “scribble” 
which adds to the general sense of the heaviness of the baby, the 
downward pull that pervades the figure of the mother as her foot 
gropes for the next step. 

This method of drawing, which is descriptive in purpose and in 
the total result but abstract and non-descriptive in detail, is not pe¬ 
culiar to Rembrandt or to the Baroque and later periods of the 
European tradition. One finds it frequently in the Orient. Other 
examples are in the major masterpieces of the Carolingian Renais¬ 
sance and in manuscripts deriving from the School of Rheims out of 
which the Utrecht Psalter came. 

The Utrecht Psalter (Fig. 10-15) was probably written and illus¬ 
trated in a monastery at Rheims. It is profusely illustrated with 
active little figures that move weightlessly about in a landscape 
among buildings and temples, rocks and streams—all suggested in a 
linear shorthand even more smnmarily than in the Rembrandt. 
Working, as he did, six hundred years after the dechne of the ancient 
classical tradition of descriptive realism and some six centimies be¬ 
fore the rise of the related style of the Renaissance, the draughtsman 
had no thought of representing objects or persons as they might 
appear to the eye imder actual conditions of lighting; tactually felt 
solidity was no concern of his. But he had inherited from his north¬ 
ern ancestors the feeling for vitahty that pervaded Celtic ornament 
(Fig. 10-16), and from Greco-Roman ancestors of his Carolingian 
culture the memories of a man-centered art. 

In the illustration of the Twenty-third Psalm the Psalmist is 
shown seated at the right holding a cup in his left hand and grasping 
in his light a staff which an angel offers him. “Thy rod and thy 
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The Twenty-Third Tsalm. 

Detail from The Utrecht Psalter . 
(e. 820-832.) 

Ink. 

UnimmUy lAhtaty of Utrecht^ 
Fig. 10-15. 


staff they coirifort mo.” He sits “beside the still waters" which rise 
in a hillsidci .spring to his left and flow away across the picture beside 
tlie flocks and Itcrds whose presence proclaims the “green pastures^^ 
of th(! psalm. A table is prepared in the “presence of (his) enemies” 
who are energetically letting fly their arrows and their spears in the 
direction of the Psalmist. These serve to remind us of the “valley of 
the shadow of death” through which the Psalmist walks “fearing no 
evil.” The taliernaele or small building to the left represents the 
house of the Lord in which the Psalmist will dwell forever. The 


picture reads very clearly. 

The “house of the Lord” is rendered in rather simple delineation 
with a mmimtim of shadow used quite arbitrarily without 1 e erence 

to a source of light, or even to the nature of the materials repre¬ 
sented. The table also is very simply delineated, as is the single 
clump of grass in the pasture. The rising hills are suggeste y 
great swirling and overlapping loops, the under-surfaces of which 
are darkened, and in the upper left corner of the picmre one loop 
overlaps the figures of some goats who are amoiig 

crevids of the rocky hillside. This overlap estabhsh«, again by 4e 
merest suggestion, a spatial dimension in depth, tte how ot 
not-very-stm waters is indicated by waving lines which taper off to 
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tmlliju},'. A»hI flt«nllv. tin* iulldufi of tlui uogd as lu! bonds solici- 
toif.lv **vft llif ISidiiii'.l. "iinoiiitiiig (his) lioad wilh oil,” uiid of 
tlif I'lifotif** tf* ilifV altac4, im- (‘xjn'ossful wllli a swift sitroncss of 
lliH- fluit lulliiw. nut the (Hilliiifs lull tlio Itiiioc tnovotnonl of the 
liralifs. ‘i hoy au* (‘ssriitiidlv litifs ol dircolion though tlu)y serve a 
M'rundiuv. (Ifsfiljitivf jhuihim* us well, for iiistaiioe, look at the 
seeuml hgoie (lum the lell iti tlu' groii|) of (iiuirtiios; a single line 
drsrrilH-s the left Instep, the l ail, the hack of ihc! thigh and the hem 
of tfie sliuit fiinie, This oim stioke of th<* pen ex[)i'es.ses also, and 
itam* einphatiealiv, the haekward pull of lh<! man’s body as he pre¬ 
pares to iiiive his spear. The mans welghi, if lu! e.an he said to have 
weight, Is siippoite<l on the right leg, where the linos are darker, 
peflmps In suggest stienglh. 

'I'he expiessive vitality that |>ervade.s llat illustration of the psalm 
is ahstiael teehnieid jatlier than deseriplivo. The (Ihi Ilho page 
(I'*ig, fit IhJ Is nl C .'rifle lather than (iiiroliiigian origin, an example 
of vituhsfle eiilhguiphv whieh fsviih a lew tixeeptions) does not 
f!«'se»l!»e or sog,gesf ofijeets, fait simply sel.s up a limsar movement 
whieli has a thiuliliiog life <tf its own. Human or lauist heads oeca- 
shmiilH' leitnnmfe the seemingly endless meander, and, on this page, 
two eats eonfiont eiteli other near the huso of (lu! ilhimifiuled initial. 
'Hu'se tnav pethaps he tend »s mental ifiiages, .symliols, of the vitality 
whieh Is the theme »»1 the ornament. 


What are Prints? 

Prints iiml diawings are similar; holh an; often in black and 
wldle, no* geneially of a .sitiall .si/,e, am! are on paper, A print is es¬ 
sentially a dupileahle drawing, [Jiodueed hy tiimms ol a master block 
or phife, stone, or sereen frmn whieh an (idillon of impre.s.sions can 
he printi’d. As Wf hav<* .sernu, it i.s in th(f nature of art that the 
materiids and the teefmieal pro<>ednres should condition the artist's 
final work; iutd, wlien one ha.s made the stattanent that a print is a 
duplicable diawing," one mmst rjiialify it hy pointing to the ways in 
whieh the nature ol the proee.ss of reproduction affects the character 

of the residting work of art. . ,t. ^ 

'file greate.sl difference helwtam prints and drawings is that a 
ijrlnt is made t(* l*e reproduced. Hiere cun he many copies ot a 
■Singh* piiul. hut any tiruwiug is unitims For (wery print there is 
■some kind of a master, a filoek, ii plate, a stoiu!, or a .screen cm w ic 
the iuti'it sets his design and from whi<*h the impression is teto; 

ll„- ,l,awi„K h MS.mlly .llnu'tly oi. Hu. ot the 

papc*r, 


tin A wi n<;n and i»iiint.s 


a75 




Tlic major tcdmical coiictnii of a prii)l-ituil«»r is tliiil of nuikitig 
tl)c master from which impressions (iuii h<) prfnital. 'Hie proIiI<mi is 
to prepare it for tlu; kitid ol priiiling l(a’hni(|iic tliul will he tis<al, 
drawing on or into the surface of lh(! nmslcr in ways dial are appro¬ 
priate to the method of printing. 'Hie po.ssihililies are roughly llieso! 
the print can be tnad(! Iroin a rai.scd siirlacc, prinled as lyp<t is 
printed; or it can bo made by polling ink mil o( lines sunk into the 
surface of the master as engraved cards and invitations an; done; 
or it can be printed from tlio .surface ol a |)laie or stone by a nielliod 
based on the fact that oil and water do not mix. The fir,si of tlie.se 
pos.sibilitics includes woodcuts, wood engravings, and metal relhif 
prints; the .second, otebing and engraving; and the third, ihe Hlho- 
grapbie techniques. 

Due to the more involved nature of the proeesse.s by whieb jirints 
arc made and to the excitement and beauty of llie.se leehnhjint.s, 
there is for some artists and for some vicwcr.s a great deal more 
interc.st in the print proeo.ss than tlitire is in lliut of drawing. Along 
with the drama and excitcrncnl, let ns examine .some of the singes 
that go into print-making. 


Consider fmst the making of an elebing. 'Fhe artist will often .start 
with a drawing which seems to him to have posslbililii's of develop¬ 
ment in this process, but be need not. lie cun Ixfghi work directly 
on the plate. The master from which etchings arc made is nsnully 
a copper or zinc plate. Wlictlier be works dirtictly or from a draw¬ 
ing, the arti.st will first ground the plate with a wax siihsluncc which 
will resist the acids in which the plate will he imirmrscal later. 'Hie 
whole surface is covered with ground either by painting or by rolling 
the ground on with a brayer. When the ground is dry, the arti.st 
will begin to draw through it to expose tlxi metal. (There are ways 
of exposing the metal other than drawing through the ground, for 
instance a process known as lift ground, but we diseu.ss here only 
the simplest and most common me-thod.) After he has done a.s mneh 
drawing as he eon.siders de.sirahle, he places tlui plat<! in an atid 
bath, and the acid “bites” the metal where it i.s ({xposed; that i.s, the 
acid makes indentations in the surface of tlu> phde following the 
lines of the drawing the artist lias made with bis needht in llui wax 
ground. 

Now he can remove the ground and ink and print the plate in 
order to see what he has on its surface. For some prints this is th<^ 
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Rembrandt. Christ Crucified 
Between the Two Thieves 
(Second State), 

(1606-1669; Dutch.) 

Etching, 14H" X 17%". 

The Metropolitan Museum of Art, 

New York. 


Gift of Felix M, Warhurg and his 
Family, 1941. 










Rembrandt. Christ Crucified 
Between the Two Thieves 
(Fourth State). 

(1606-1669; Dutch.) 

Etching, 14%" X 17%"- 

The Metropolitan Museum of Aft, 

New York. 

Gift of Felix M. Warburg and his 
Family, 1941. 









end of the process except for prfnling the (sdltion; for others this is 
just the heginiiiiig of a long sericss of trial proofs and of more! work 
on tlic plate between the proofs, T/to ,Swm by Matisse (Fig, it) \7) 
is an example of an etching execaiUid with only oiu? I)iling by the 
acid and only 0 T)(i stage of drawing on the plate.. I’his kind of ('tell¬ 
ing is more like drawing with a pen than are those that go through 
many stages of biting, printing, and redrawing. Hembrandt’s ChrlH 
Crucified Between the Two Thieves (Figs, 10-18, lO-lf)) is a su¬ 
perb example of the second process. In this, not only was etching 
used, but the plate was also scratched directly with a sbari) eltibirig 
needle. Lines made in this way on the plate have a burr that gives 
the printed line a iwn/ef warmth the etched line lacks, 

Inking and printing are done in the following way: a heavy, oily 
ink is rubbed all over the plate and pu.shed into the etched line with 
a piece of rolled fell, When the lines have been filled, the excess ink 
is wiped off the plate with a cloth. One must be earefiil not to pull 
the ink out of the lines in the [moecss of cleaning the unetebed sur¬ 
face. The final wiping is sometimes done with the palm of ibe baud 
to keep from disturbing the ink which is to be used in printing, and 
to got the right plate tone. The plate is often kept warm during the 
inking so that the ink will be loo.ser and will flow into the lines luorcf 
easily. 

The plate is then ready for printing, A pre,ss is u.sed which exerts 
tremendous pressure on the plate, and the paper is dampened in 
order that it may be flexible enough to be pre.ssed into the lines and 
to pull out the ink. After the plate and paper have passed through 
the press, the felt blankets that cu.shion the roller under which the 
plate passes arc lifted. The paper is removed from the plate, and the 
artist can see how his print looks. He will often clean his plate of 
ink and go through the whole process again, adding new drawing 
and scraping out old in order to obtain a more satisfying result. 

In the Rembrandt there were at least four states, of which two 
are .shown here (Figs. K)-]8,10-19) to illustrate .some of the changes 
the plate went through. Look at the group of men and horses at tlie 
foot of the cross to the left of Chri.st in the second state (Fig. 10-18), 
In that area almost nothing has been left in the fourth state that was 
in the second. Horses have been turned around, some figures have 
been taken out and new ones added. Even greater changes were 
made in the .sky, and in the way the light strikes the figures. 

For many print-makers the range of po.ssible changes, the po.ssi- 
bility of working and reworking the plate, is a source of great satis¬ 
faction. This is c-specially true of etching, engraving, and lithog- 
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mjihy sliiw otHi ritti «'mw' llit* ittiwiiiiltid itiiirks In or on tho surface, 
H tmo tif wotKlfiitUug fM'Cuii.sr now woexl nin.sl ho inlaid in 

oitlrr (<» jwonstmt't tin* sinluoo. 


Woodi titling!; 

AiUitln'r stniroo of NJitisfiiotion and lliis Is ospoc’ially true of cn- 
j^mving jind w<K)dt*utlin^ lio.s in the curving oiil of a resistant ma- 
tcrinl. In bolli <nigr«vlng nod woo<lcuUing, tin- artist cuts away the 
triHtorluI of tin* iinwtcr wllli a tool; Im lilcrally carvo.s it out. The sig¬ 
nal (HflcroiK'c lii'ro i« tlmt tho ongnivcr us((s his hurin to incise the 
Ilno.s find will oinry tho ink and print hlaok, while in a woodcut the 
artist oiirvoN away what In* does not want to print, tins areas that are 
to ho whitr*. 

Much of tho o>«oiloitH*nl of oontonijjorary woodcuts stems from 
tlio rough, raw (jimllty that many of llioin have, Ihsckmann's B<ilf- 
PatimK (l'’ig. it) 2(t) shows soinothing of tins orud<s hut powerful 
Imago ofton ohlninod hy tho omilomporury woodontlcsr, ‘■Ilns printed 
hhifk.s aro hroador and naao angidtir Ilian those of an etching or an 
engraving. 'I'ho lool.'i n,M'd are larger, hooanse .soft wood does not 
tiiko tin* fine «*afving that nn’lnl will lake and the soflne.ss of the 
wootl inako?< it po.swlhlo to work v«*ry rapitlly. 

'rhoro are also many woodoni.s of hanlor and finer grained woods 
-ofton tho wood of fruit tr<*o.s that lend them,selves to mneh finer 
ontthig, In tlio color woodorit hy Utamaro of a woman and child, 
Ydimtului and KinUtkl (Fig. I()'2!). It i,s po.s.sihle to see this finer 
onttiog and .several dffforetit klruls of line, 'rhe sirong hlack drawing 
arortnd the odgjss and hdd of the womans garment is not nnlilcc the 
drawing in heekmann’s [mint, although it show.s fewer marks of the 
{•nttfng tool, Fnehwetl in these hlwk lines is an inched leaf pattern 
madt! Iiy entiing away the wood, 'I'hen there is the very fine cutting 
of tlw lines of the woman's hair. 

'Hie blocks on which Uiamaro’.s de.sign was cut are of a much 
harder wotal than the kiml Heeknmnn n.sed. This allows for a greater 
refinement In cutting, Init it also makes the tusk of cutting more 
difficnlt. 

'file speed with which the prini-rnaktir can work is an important 
feature of his ernft, 'Hie slower enlting of a harder wood makes the 
rliythni of the work rather like that of engraving a metal plate. En¬ 
graving in metal often has a .slow, tpih't pace and rccpiires a great 
amount of eonlrol, a selhdis{‘ipline which is less needed in wood- 
t’liillog ami etching. 
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Beckmann. Self-Portrait. 

(1884-1950; German.) 

Woodcut, 8%" X eVs". 

Collection, The Museum of Modern Art, 
New York, 






Utamaho- Yamauha and Kintoki. 

(I754“1806; Japimcso.) 

WoodcMit, Wi' X ,15". 

J<’ig. K)-ai. 


Engraving 

The engraver work.s with .stcicl tools on copper or zinc. He uses 
liis tools to cut lines into the surfaces whicli will hold ink as etched 
lines do, and the engraved tnuster is printed in the same way as 
is the etched plate. An engraved line is cleaner and more precise 
than an ctclwsd lines. This is due to the diiFercnce between the way 
the nustul is cut into by a gravisr or burin and the hitmg away ot ttie 
inctul by acid. Wlnsn tlus acid bites it leaves a .slightly lagge , irreg 
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Duker. Melencolia I. 

(1471-1528; German.) 

Engraving, 9)4" X 7W'. 

Photo: Marburg-Art Reference Bureau. 













Duker. Detail of Melencolia I. 

Photo: Marburg-Art Reference Bureau. 

Fig. 10-23. 


ular edge which gives the lines in an etching a sHghtly scratehy 
look a Httle as though they were made by a slowly mowng pen on 
a rough surface. An engraved line has none of this rouglme^; i s 
precision is maintained throughout, since the pressure on the bum 
must be lessened in order for the tool to leave the metal without a 

rough sp^t^a step-by-step procedure in etching is not pres¬ 
ent in the process of engraving. Each Hne is cut into t ^ ^ 

surface of the metal, and the artist has a sense of malang the prin 
with physical effort. When an artist who has done 
at an engraved print, he can almost feel the lines m his ffngers, 
wi^ and shoulder. He has a sense of reliving the worhng of the 
Xe that yields a real physical dehght. The prints of Diner s Mrf- 
fTolTiig. 10-22) are a ^ore of the rich possibihties of the tech- 
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ilique. In thodetail illiistmled (Fig. 10 -23), one ciin hcc. (he vufiotis 
ways Iio ns( 5 d Ids gniwsr in the ball, ihe plane, llns saw, and tlu^ hem 
of the skirt. Fach is very clMitielivif, Diircir’s hand ilieks and sweeps 
and curls about on the surface of the plaU;, (ailling exaelly llie kind 
of lino or the dot ho wants. ^ 

Another masterpiece of the engravcir’s art is tlm Mother arul 
Child by Mantegna (Fig, 1-0), which was discus.scnl in the fir.st 
chapter. To apprehend this print fully, iinagimt yourself groping 
over the whole with your hands, the sense of touch supplementing 
that of sight. Only in this way do(!S one discover the relation be¬ 
tween contour and volume, and betwesen edges (us of lias motlusr’s 
cloak) and contour (as of the baby’s licsad). MatiUsgnu draws the 
pair with a simple, all-ernbraeing coiitonr which servets to establlsb 
the firm pyramidal group, but the outline is not continuous. It con- 
.sists of a series of contours which constantly snggesst tins nnmdness 
of the forms contained within llusm, h’ollow the line tbul de.scribtss 
the .shape of the mother's beach notes that tins lines of the hood and 
of the finer folds of hesr veil echo one unothesr. 'J’hen nolicscs that the 
outermost line comes in t(» the right of ihcs throat, eshunges its cHrec*- 
tion, and marks the limit of the shoiildcsr. It tiusn clcsscasncls along 
the upper arm and is lost hehiml a tnrncsd-hack lold of the cloak. 
The line of the fold then takes up tins hoimdary giving way [jrcsscsnlly 
to another drapery fold. This csooperation, or relay, eontimicss around 
the whole figure. 

In the hollows and valleys hetwesesn lias folds are passagcs.s of 
finely spaced lines of varying width and hluckncsss. Tlicsscs desesribe 
the shadows into which thci light docss not esnter; and by resjuinding 
u.s of the appearance of solid objects liglitcjcl from the sides tbesy 
strengthen our sense of tho firm substances of tlus forms prescsnlccl, 
of the roundnoss of the mother’s arms as she clasps thes baby, of the 
lift of her knees as she makes of her lap a bed csxacslly fitted to bis 
body. The technic|uo of the engraving seems itself to express thes 
theme of the print. 


Lithography 

If one wore to choose a singles epiality that disllnguishes.s print- 
makers, it would be their enjoymesut of and prides in tliesir craft: in 
the skills of their work, and the sen.sory plesasnress that accompany it; 
the beauty of tho curl of copper as it is cut from the plates; the srnesll 
of wood chips; the gessturess of wiping and printing; esven thes spin of 
a brayer inking a stojic or block is very rmicb a part of a print- 


*86 


THE AirnST LOOKS A'f AHT 




rtiaker’s life. The sensations which go along with producing a print 
mean very much to the artist and leave oiy the faintest traces in 
the finished work. However, this sense of craft is not, of course, lim¬ 
ited to the print-maker. It is part of any artist’s dealing with mate¬ 
rials, and it is the facet of the work of art that is most difficult for 
the non-artist to feel or appreciate. 

In reviewing the procedmes of print-making of which this kind 
of pleasure is a part, one thinks of grinding stones or watching stone 
bieing ground down for Hthography. This grinding is necessary in 
order to take off any old drawing on the stone and to give the stone 
the proper grain for printing-drawing. It is often done by using two 
lithographic stones with water and abrasive between them, the 
imper stone being moved in a figure-eight over the lower. An easy 
rhythm is estabhshed and the whole body of the person grinding 
dovm the stones moves with a slow grace. 

This part of the process leaves no recognizable mark on the print 
and it is not necessary to know about it when you look at a lithograph. 
l| is, however, a part of the way of work, and even of life, for a 
lithographer. It should be noted here that many print-makers do 
nipt grind their own stones or print their own prints, but the actual 
dbing of these things is a part of the ambience of print-making. 

The stone is ground to prepare it to take the drawing which is 
usually done with either a lithographic crayon or a greasy liquid 
called tusche. Almost any greasy Hquid or sohd can be used since 
tife underlying principle of die technique is to make the surface oily 
vyhere the ink is to be picked up. This is done in printing by keeping 
the stone covered with a film of water which rolls off the greasy 


areas. 


The artist draws directiy on the stone; in this way hthography is 
more like crayon or ink drawing than the other types of prmt- 
making. He can scrape and re-draw as he works. When the Rawing 
is finished, the stone (or plate, since metal is often used) goes 
through a series of steps calculated to make the areas not 
on-those that are to print white-more resistant to grease, and the 
greasy, drawn parts less resistant. Thus, when the stone is finally 
Ldy for prmtmg with a greasy lithographic uJt. it will only adhere 

to those areas prepared by the drawing. .j j a 

Goya in his lithographs of bull fights (see The Divided Arena, 
Fie li- 24 ) used a crayon almost exclusively. He seems to have 
covered the whole surface with a gray and then drawn m his darfa 
and scraped out his fights. This gives a depth of tone and space to 

the print. 
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Numbers in roman type indicate page numbers; titles and figure numbers 
of illustrations are in italics. 


Abstraction, 14-18, 20 
Adam and Em (Brancusi), 9-3 
Adoration of the Kings (Titian), 5— 
10 

Adoration of the Shepherds (El 
Greco), 2—9 

Aesthetic: definition of, 21; principles, 
35; character of dream images, 73- 
80; evaluation, in relation to the 
purpose or intention of the artist, 
156-57; test of aesthetic use, 157 
Affective process, 69 
Akhenaten Worshipping the Aton, 4- 


A la prima, technique in painting, 195 
Allegory, 151-54; for examples, see 
Justice (Giotto), 4-5; Inconstancy 
(Giotto), 4-6; Apotheosis of an 
Emperor, 5-7; Painting and Sculp¬ 
ture (Boucher), 5-9 
Ambassadors, The (Holbein), 4- 


(detail) 

Ammann, Othar, 29 

Analytical approach of the artist, 97 


Angelico, Fra (1387-1455), 127, 4- 
28, 4-29 

Apollo, 5-3 

Apotheosis of an Emperor, 151-54, 
5-7 

Arch of Titus, Rome, 152-54, 5-8 

Archaic style, 143 

Architecture, practical and aesthetic 
functions of, 27 

Arnolfini Eouhle Portrait, The (Van 
Eyck), 7-9 

Around the Fish (Klee), Pi IVb 

Art: and artifacts, 21; and engineer¬ 
ing, 24, 28-29; and order, 36; 
non-objective, 75,76,77-78; genesis 
of, 83, 187; of social consciousness, 
157; and religion, 160-61; and per¬ 
suasion, 162-64 

Artifacts: of aesthetic purpose, 21-22; 
of practical purpose, 21-29, 33; arti¬ 
fact-environment, 22; makers of, 22, 
functions of, 22-23 

Autumn Rhythm (Pollock), 4-15 

Axis, of a painting, 44, 45 









Balance: as aesthetic principle, 35; in 
Madonna Adoring the Sleeping 
Child (Bellini), 38, 2-8; in Adora¬ 
tion of the Shepherds (El Greco), 
43, 2-9; in Last Supper (Leo¬ 
nardo), 48, 2-10 
Battle of Britain, 166 
Battle of the Naked Men (Pollaiuolo), 

4- 27 

Baudelaire, Pierre Charles, 83 
Beckmann, Max (1884-1950), 66, 
282, 3-2, 10-20 

Bellini, Giovanni (c. 1430-1516), 39- 
42, 2-8 

Blake, William, 83, 165 
Blind Man (Rubens), 3-3 
Blindness of Tobit^ The (Rembrandt), 
3-4 

Bodily (proprioceptive) images, 62- 
64 

Bosch, Hieronymus (c. 1450-1516), 

5- 15 

Boucher, Frangois (1703-1770), 5-9 
Brancacci Chapel, Santa Maria del 
Carmine, Florence, 188, 7-1 
Brancusi, Constantin (1876-1957), 
9-3, 9-4 

Bridge, George Washington, 2-5 
Bronze, 23, 216, 222, 235, 246 
Bro\\m, John, residence of, 2-4 
Brown, Joseph, 28 

Bruegel, Pieter, the Elder (c. 1525- 
1569), PL I, I-1, 1-2,1-3, 4r~24 
Businessmens Lunch (DuBuffet), 5- 
14 

Calder, Alexander (1898- ), 9-9 

Calligraphy, 275; see also Line, Pat¬ 
tern, Vitality 
Carroll, Lewis, 76 
Cars, 4-32 

Cathedrals: Bourges, 4-7; Salis¬ 
bury (Constable), 4-16; Chartres 
(Corot), 4-17; Rouen (Monet), 4- 
18; Notre Dame (Matisse), 4-19 
Celebration, as one of the purposes of 
art, 158, 160-61, 164 
Cezanne, Paul (1839-1906), 4-12, 4- 
14 

Chac-Mool, the Rain Spirit, 8-5 


Chardin, J. A. Baptiste (1699-1779), 

4r-ll 

Chariot Relief, 5-8 
Chariot, Jean, 35 
Charon, 26, 32, 2-6 
Chartres (Corot), 4-17 
Chi Rho Page, Book of Kells, 10-16 
Christ Before Pilate (Bosch), 5-15 
Christ Crucified Between the Two 
Thieves (Rembrandt), 10-18, 10- 
19 

Christ in the House of Mary and 
Martha (Velasquez), 99, 4r-10 (de¬ 
tail) 

Christ Mocked by Soldiers (Rouault), 
4-2 

Churches: San Apollinare Nuovo, 
Ravenna, 1-4; San Francesco, Assisi, 

1- 5; San Giorgio Maggiore, Venice, 

2- 11; Arena Chapel, Padua, 4-5, 
4-6; Santa Maria del Carmine, 
Florence, 4-21, 7-1; Santa Maria 
Novella, Florence, 7-2; Medici 
Chapel, San Lorenzo, Florence, 9- 
5, 9-6, 9-7; see also Cathedrals, 
Sistine Chapel 

Clarity, 47, 52, 54 

Classical art, 143-54; see also Portrai¬ 
ture 

Clay, 234, 236 

Cliff at Etretat, The (Monet), 8-8 
Cock, Hieronymus, 8 
Coherence, 47 
Color, 4, 13, 178, 189 
Comedie (Klee), 7-7 
Commedia delTArte, 175, 184 
Communication, 157; as a purpose of 
art, 158 

Composition, 30; see also Form 
Composition (Mondrian), 1-8 
Composition with Three Figures and a 
Head (The Sand) (Giacometti) 
245-47, 9-8 

Conceptual images, 13, 89, 92, 97, 
102, 103, 146 

Constable, John (1776-1837), 4-16 
Constructed sculpture, 247-50 
Contour, 123, 125, 257 
Coomaraswamy, Ananda K., 73 
Corday, Charlotte, 163 




INDEX 





Corot, Jean Baptiste (1796-1875), 

4-^17 

Creation of Adam (Michelangelo), 

8-4 

Creative images, 71 
Creative types, exteroceptive and pro¬ 
prioceptive, 67, 130-32 
Crucifixion (Griinewald), 4-4 
Crying Angel (Griinewald), 10-13 


Dance, The (Matisse), 4-30 
Daumier, Honor6 (1808-1879), 10- 
14 

David, Jacques Louis (1748-1825), 
4-3 

Death of Marat, The (David), 4-3 
Decadence, of classical art, 151-52 
Decoration, as a purpose of art, 159 
Decorative quality, definition of, 26 
De Kooning, Willem (1904- ), 

7-12 

Delineation; see Line 
Descriptive method of artistic expres¬ 
sion, 89, 97 

Design, as a planned order, 30 
Dionysos, 8-3 
Distortion, 75 

Divided Arena, The (Goya), 10-24 
Don Manuel Osorio de Zuniga (Goya), 
7-5 

Dona Maria Martinez de Tuga (Goya), 
7-4 

Drawings, 251, 257, 261, 265-69; as 
preparation for painting, 251-54, 
10-1, 10-3 

Dream imagery, aesthetic character 
of, 73-80 

DuBuffet, Jean (1901- ), 5-14 

Diirer, Albrecht (1471-1528), JO-22, 
10-23 

Dying Warrior, 8-7 


Easel painting, 195 
Egyptian Fishing and Fowling Scene, 
4-35 

Empathy, contrasted with sympathy, 
122-23 

Engraving, 17, 125, 283-86 


EquiHbrium, 35, 50 
Etching, 276, 280 
Exekias (6th cent. b. c.), 2-7 
Expressionist art, 164 
Expulsion of Adam and Em, The 
(Masaccio), 7-1 

Exteroceptive sensation; see Percep¬ 
tion 

Exteroceptors, 60 

Falling Warrior (Moore), $-6 
Feeling, expression of, in twentieth- 
century art, 164 
Fine arts, 21-22 
Fish, The (Brancusi), 9-4 
Form: in Land of Cockaigne (Brae- 
gel), 4; as an ordered structure, 30; 
as sum of internal relationships in 
art, 30; as the unity of a whole, 30- 
34, 39, 42, 51 

Formal character, or structure, 4, 9, 
177 

Fountain in the Hospital Garden, The 
(Van Gogh), 10-10 
Fresco, 16, 188, 191, 192, 194, 219 
Freud, Sigmund, 74 
Frieze of Fonies and a BuU, 4-33 
Function, practical and aesthetic, 27 

George Washington Bridge, 2-5 
Giacometti, Alberto (1901- }, 9-8 

Giant, The (Goya), 4-25 
Gilles (Watteau), 175-86, Pi. Ill, 0-1, 
6-2 

Giotto di Bondone (c. 1266~133<), 
4-5, 4-6 

Glazing, 178, 179, 202 
Glimpse of Notre Dame in Late Aper- 
noon, A (Matisse), 4—19 ^ 

Goya, Francisco y Lucientes (1746- 
1828), PL IVa, 4-25, 7-4, 7-5, 7-6, 
10-9,10-24; 'Mark paintings,” 198- 
99 

Grande Odalisque, La (Ingres), 7-11 
Great Bathers (Cezanne), 4-14 
El Greco (Domenikos Theotocopolos) 
(1541-1614), 2-9, 4-23 
Gris, Juan (1887-192 /), 10-5 
Grisaille, 92, 212 
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Griinewald, Mathis Neithardt-Go- 
thardt (a 1470-1528), 4-4, 5-11, 
5-12, 10-13 

Guernica (Picasso), 3-7 

Hadfield, J. A., 74, 79 
Handing of the Keys to Feter, The 
(Peragino), 4-22 

Haptic, or proprioceptive, creative 
type, 130-31 
Harmony, 35 
Heine, Heinrich, 83 
Helene Fourment and Her Children 
Clara, Johanna, and Franz (Rn- 
hens), 1-7 

Hercules Crushing Antaeus (Pollaiu¬ 
olo), 4-26 

Hermes with the Infant Dionysos 
(Praxiteles), 5-4 

History of LeRoy Borton, The (Smith), 

9- 2 

Holbein, Hans, the Younger (c. 1497- 
1543), 4-9 

Hopldns, Gerard Manley, 110 
House of Martha, The (Velasquez), 
4-10 
Hue, 178 

Icon, 14 
Ideogram, 142 

Images: in Land of Cockaigne (Brue¬ 
gel), 8; the artist’s, 59, 83-139; 
bodily, tactile, and visual, 62-64, 
85, 88; artifact, 64; creative, 71; of 
dreams, 73-80; subjective and ob¬ 
jective, 84-89; of feeling, 89-97; 
conceptual vs. perceptual, 89, 92, 
97, 102, 103, 146; sensory, with 
strong symbolic content, 97, 99; 
descriptive of reality, 110-20; men¬ 
tal, 132-33, 142, 154; see also 
Schema 

Imagination, 80; see also Images 
Impasto, 178 

Ingres, J. A. D. (1780-1867), 7-11, 

10 - 11 

Inconstancy (Giotto), 4-6 
Intensity of a color, 178 
Intentions of the artist, 158-59 
Interior-Exterior (Moore), 2-1 


Jesus Mocked by the Soldiers (Manet), 
4-1 

John Brown House, 2-4 
Judgment of Osiris, 448 
Justice (Giotto), 4-5 

Kells, Book of, 10-16 (detail) 

Klee, Paul (1879-1940), PL IVb, 7-7, 
7-8 

Koutos, or Youth, 5-2 
Kyhx, Greek wine cup, 2-7 

Land of Cockaigne (Bruegel), 3-20, 
PL 1, 1-1, 1-2, 1-3 
Landscape, 51-52; for examples, see 
PL Ila, PL Ilb, 4-14, 4^16, 4-17, 
4-19, 4-20, 4-21, 4-22, 4-23, 4-24 
Lascaux, cave painting at, 4-33 
Last Judgment (Bourges Cathedral), 
4-7 

Last Judgment (Fra Angelico), 4428, 
4429 

Last Supper (Leonardo), 2-10 
Last Supper (Tintoretto), 2-11 
Lekythos, or Oil Jug, 33, 2-6 
Leonardo da Vinci (1452-1518), 2-10, 
2-13 

Libyan Sybil, The (Michelangelo), 

10-1,10-2 

Light, 4, 45, 47, 50, 179, 191, 196, 
261; as used by El Greco and Tin¬ 
toretto, 50; and dark, 50, 178 
Line, 13, 211-12, 251, 257, 261; linear 
pattern, in Madonna Adoring the 
Sleeping Child (BelHni), 37, 2-8; 
nature and uses of, 270-75; delinea¬ 
tion, 273; linear movement, in Cel¬ 
tic ornament, 275; linear vitality, 275 
Lithography, 286-90 
Lobster Trap and Fish Tail (Calder), 

9- 9 

Lorenzetti, Pietro (fl. 1320-1345),I-5 
Lowenfeld, Viktor, 67 
Luncheon of the Boating Party at Bou- 
gwal,The (Renoir),2-14 

Mile, Yvonne Landsberg (Matisse), 

10 - 12 

Madonna Adoring the Sleeping Child 
(BelHni), 39-42, 2-8 
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Madonna and Child, 1--4 
Madonna and Child with St. Francis 
and St. John the Evangelist (Loren- 
zetti), 1-5 (detail) 

Man in the Dark (Beckmann), 3-2 
Man in Red (Pollaiuolo), 2-12 
Manet, Edouard (1832-1883), 4-1 
Mantegna, Andrea (1431-1506), 1-6 
Marat, Jean Paul, 163, 4-3 
Masaccio (Tommaso Guidi) (1401— 
1428), 113, 188, 189, 190, 191, 
192, 193, 4-21, 7-1, 7-2, 7-3 
Massacre of the Innocents (Poussin), 
10-3,10-4 

Matisse, Henri (1869—1954), 14, 18, 
108, 128, 158, 265, 267, 269, 4-19, 
4-30, 10-12, 10-17 
Medici, Giuliano de’, 241, 9-6, 9-7 
Medici, Lorenzo de\ 241 
Medici Cha'pel (Michelangelo), 9-5 
Medici Tombs (Michelangelo), 241- 
45, 9-5, 9-6, 9-7 

Melencolia I (Diirer), 10-22, 10-23 
Memory image, 7 

Mental images, 136-39, 154-55; see 
also Schema 

Metaphors, in Land of Cockaigne 
(Bruegel), 8 

Michelangelo Buonarotti (1475-1564), 
219, 241, 245, 251-53, 8-4, 9-S, 
9-6, 9-7, 10-1, 10-2 
Modigliani, Amadeo (1884r-1920), 
257-58, 10-6 

Mona Lisa (Leonardo), 2-13 
Mondrian, Piet (1872-1944), 1-8 
Monet, Claude (1840-1926), PL Hb, 
4-18, 8-8 

Monsters, and nightmares, 166-70 
Moore, Henry (1898- ), 22, 215- 

30, 2-1, 8-1, 8-2, 8-6, 8-9 
Mother and Child (Mantegna), 1-6 
Mourning Athena, 5-5 
Movement, within a painting, 9, 10 
Munch, Edvard (1863-1944), 3-5 

Neolithic Boar Hunt, 4—34 
Night (Michelangelo), 9-7 
Nightmares, 77, 85 
Nike Adjusting Her Sandal, 5-6 
Non-objective art, 75, 76, 77-78 


Objective images, 84-88 
Oil, technique of painting in, 178-79, 
195, 201-5 

Opaque painting (impasto), 178 
Order, 30-32; and vitality, 51; see also 
Repetition 
Organization, 19 
Ornament, 25 

Painting and Sculpture (Boucher), 
5-9 

Panel painting, 40 
Paradise (Fra Angelico), 4-29 
Pattern, 32, 36; of gestures, 44; in 
archaic Greek art, 143 
Perception, as related to art, 60-62 
Perceptual images, 74 
Perceptual receptors, 59-61 
Perspective, linear and atmospheric, 
115-16, 118 

Perugino, Pietro (1445-1523), 4-22 
Picasso, Pablo (1881- ), 3-6, 3-7 

Pico della Mirandola, 54 
Picture plane, 50, 116 
Pink and Green Sleepers (Moore), 
8-9 

Pollaiuolo, Antonio (c. 1432-1498), 
2-12, 4-26, 4-27 

Pollock, Jackson (1912-1956), 4-15 
de Pompadour, Mme., 159 
Portrait of Himself (Rembrandt), 7—10 
Portrait of Madame Hayard (Ingres), 
10-11 

Portrait of Max Jacob (Gris), 10-5 
Portraiture, 52-55, 196, 208, 265-66; 
for examples, see 1-7, 2-12, 2-13, 
7^, 7-5, 7-10,10-5, 10-lL 10-12, 
10-20 

PoUery Tomb Figure, 9-1 
Poussin, Nicolas (1593-1665), 10-3, 
10-4 

Praxiteles (4th cent. b. c.), 5—4 
Principles of aesthetic order, 30-36 
Prints, 275; etching, 276, 280; wood¬ 
cutting, 281-83; engraving, 283-86; 
lithography, 286-90 
Proportion, 26, 35, 137; Greek canon 
of ideal proportion, 143-44 
Proprioceptive (bodily) images, 62, 
64; haptic creative type, 67, 68 
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Proverb, translated into visual imag¬ 
ery, 7-8 

Purposes of art, 50--51, 155, 158-72; 
private and pubHc, 158; classifica¬ 
tion of, into four major types, 158- 
59, 171-72 

Recumbent Figure (Moore), 8-2 
Relationships: within a work of art, 
20, 41, 44, 150, 205; between an 
artist and a work of art, 186; of a 
mural to building space and light 
source, 194-95 

Relief, examples of, 4-36, 5-5, 5-6, 
5-7, 5-8 

Rembrandt Harmenz van Rhyn 
(1606-1669), 3-4, 7-16, 10-8, 10- 
18, 10-19 

Rendering, as distinguished from sug¬ 
gesting, 269, 271 

Renoir, Pierre Auguste (1841-1919), 

2- 14, 4-13 

Repetition: as the basis of all order, 
33, 34, 35, 36, 41; example, in dec¬ 
oration of Greek wine cup, 37-38; 
in Adoration of the Shepherds (El 
Greco), 44; in Last Supper (Leon¬ 
ardo), 46; repetitive pattern in 
archaic Greek style, 143 
Representation, 14 

Response to a painting, 3-4, 175; ob¬ 
jective approach, 3-4, 175-79; sub¬ 
jective approach, 180-82, 196 
Revitalization of experience, 247 
Rhythm, 30, 41, 44 

Romanesque Capital, from the Cuxa 
Cloister, 5-13 

Rouault, Georges (1871-1958), 4-2 
Rouen Cathedral, West Facade, Sun¬ 
light (Monet), 4-18 
Rubens, Peter Paul (1577-1640), 1-7, 

3- 3, 4-31 

Sachs, Hans, 8 

Salisbury Cathedral (Constable), 4-16 
Satire, in Land of Cockaigne (Brue¬ 
gel), 9 

Schema, 132, 133, 134, 135, 136, 138, 
139, 142; see also Mental images 


Sculpture: craft of, 221; sculptors 
means, 231-50; constructed sculp¬ 
ture, 247-50 

Seated Nude (Modigliani), 10-6 
Seated Woman (Seurat), 10-7 
Self-Fortran (Beckmann), 10-20 
Self-Fortran (Rembrandt), 7-10 
Sensory quality of the artist's images, 

121- 29 

Sequence, 35; in decoration, 37-38 
Seurat, Georges (1859-1891), 10-7 
Shape, 63, 134, 177, 190, 203, 224 
Shriek, The (Munch), 3-5 
Signs and symbols, 155 
Sistine Chapel, The Vatican, Rome, 

4-22, 8-4, 10-2 

Sketching, 257; see also Drawings 
Smith, David (1906- ), 9-2 

SoKdity, 63; and images of reality. 111 
Space, 49, 63, 111-19, 137, 138, 153, 
176, 191-92, 241-43, 245 
Starry Night (Van Gogh), 4-20 
State, of a print, 278-79 
Steel, 238, 249 
Stein, Gertrude, 3 

Still life, 97-102; for examples, see 
4-9, 4-10, 4r-ll, 4-12 
Still Life (Holbein), 4-9 
Still Life with Basket of Apples (Ce¬ 
zanne), 4-12 

Still Life with Goblet and Fruit (Char¬ 
din), 4-11 

Stone, 23, 217, 218, 240, 244-45 
Structure: as the vehicle of satire, 9; 
and emotional expression, 39-51; in 
Gilles (Watteau), 177-78 
Studies, as preparation for painting; 
see Drawings 

Style, 51, 141-45; concept of, 141; 
imagery, 142; archaic, 143; classi¬ 
cal, 143-54; and purpose, 155 
Subject, 6, 46, 51, 55-56 
Subjective imagery, 84-88 
Swan, The (Matisse), 10-17 
Symbol, 49, 80; symboKc method of 
artistic expression, 89 
Symmetry, 185 

Sympathy, contrasted with empathy, 

122- 23 
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Tactile image, 62 
Tactual-muscular sensation, 11 
Technique: of painting, 191-95, 

202-7; and aesthetic character, 207; 
of sculpture, 233, 236 
Tempera painting, 40 
Temple of Zeus, Olympia, 5-3 
Temptation of St. Anthony (Griine- 
wald), 5-11. 5-12 

Tension, 35; resulting from high cen¬ 
ter of attention, 50 

Texture, 4, 11, 63, 227, 228, 229, 241, 
262 

Theme, 4, 12-13, 41-42, 45, 46-47, 
51, 52, 55, 57, 129, 154, 179, 182, 
201, 215-18, 221-23 
Third of May, 1808, The (Goya), 
PI. IVa 

Three Bathers (Renoir), 4-13 
Thurher, James, 77 
Tintoretto, Jacopo Robusti (1518- 
1594), 2-11 

Titian (Tiziano Vecelli) (c. 1477- 
1576), 5-10 

Tomb of Giuliano, The (Michelan¬ 
gelo ), 9-6, 9-7 

Transparent oil, 178, 179, 202; see 
also Glazing 

Tribute Money, The (Masaccio), 4-21 
Trinity, The (Masaccio), 7-2, 7-3 
Twenty-Third Psalm, The, 10-15 
Twittering Machine, The (Klee), 7-8 
Two Horsemen Galloping (Daumier), 
10-14 

Two Old People Eating Soup (Goya), 
7-6 

Two-Piece Reclining Figure No. U 
(Moore), 215-29, 8-1 
Two Prisoners in Irons (Goya), 10-9 

Unfaithful Shepherd, The (Bruegel), 
4-24 

Unity, as an aesthetic principle, 30, 
33, 42 

Utamaro (1754—1806), lO-H 
Utrecht Psalter, The, 272-73, 275, 
10-15 (detail) 


Value, of a color, 4, 178, 261 
Van Eyck, Jan (fl. 1422-1441), 7-9 
Van Gogh, Vincent (185^18^), 4- 
20, 10-10 
Variety, 26, 46-47 

Velasquez, Diego, y Silva (1599- 
1660), 4-10 

Vermeer, Jan (1632-1675), PL Ila 
Victorian Tea Cup, 2-2 
Victorian Tea Pot, 2-3 
View of Delft from Rotterdam Canal 
(Vermeer), PL Ila 
View of Toledo (El Greco), 4-23 
Visual, or exteroceptive, creative tspe, 
67, 130-32 
Visual image, 63 
Vitality, 34, 275 
Volume, 111 

Voyage of Dionysos, The (Exekias), 
2-7 


Water-color, 202-7 
Watteau, Antoine (1684-1721), PL 
III, 6-1, 6-2 
Wax, 234, 236 

Weeping Woman (Picasso), 3-6 
Weight, and solidity. 111 
Wolf and Fox Hunt (Rubens), 4- 
31 

Woman, 5-1 

Woman, 1 (De Kooning), f-T2 
Woman Carrying a Child Downstairs 
(Rembrandt), 10-8 
Wood, 237 
Woodcutting, 281-83 

Yamauba and Kintoki (Utamaro), 10- 

21 

Youth Imploring, 3-1 


Zola, Emile, 83 

Zuiderkirk {South Church) td A^er- 
dam. The: Looking Up the Groen- 
burgwal (Monet), Pi- Ilh 
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